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As an audience, we would hardly associate the terms “heritage” or “archi-
ve” with the vitality of contemporary art. As a matter of fact, we usually 
identify it exclusively with what is “new”, or, better to say, with “novelty” 
itself, to the point of neglecting the fundamental role played by the past, 
memory and the knowledge of history in the most contemporary instances 
of art, even the more experimental ones. For these reasons, I could not be 
happier to open the 2017 edition of Palinsesti, a festival that – as its name 
clearly suggests – revolves around the dialogue between cultural memory 
and artistic experimentation. In the wide, stratified, and interdisciplinary 
program of this year’s edition we can easily observe the deep and pervasi-
ve presence of this concept, linking past, present, and future. As the place  
where memory is systematically ordered par excellence, the “archive” is 
the protagonist of the collective exhibition Mirabilium Archiva. However, 
“heritage” persists as the most recurring and relevant word for both Pa-
linsesti and San Vito al Tagliamento, conceived as that particular heritage 
that this small town has managed to create, along the years, thanks to the 
permanent collection Punto Fermo and the award Premio In Sesto. The-
se two instances of Palinsesti particularly confirm their importance: the 
former by means of a personal exhibition by Elio Caredda, present in our 
collection with a spiritual and delicate work, and the latter thanks to an 
increased international formula. It is particularly to the Premio in Sesto 
that I wish to devote the last, but essential, conclusive lines of my brief in-
troductory note. In the firm conviction that the processes of international 
and global dialogue are both unavoidable and need to be guided, a place 
like San Vito al Tagliamento chooses to approach such a process through 
culture. As a matter of fact, reinforcing previously existing bonds with the 
twinned European cities of Stadtlohn, Rixheim and  Nagyatád, this year, 
Premio in Sesto selected the artists vying for the award from those Eu-
ropean regions – namely Westphalia, Alsace, and southern Transdanubia. 
This choice seemed forward-looking enough to give voice to an urgency 
common to all of our communities: that is to say, to open up to each other, 
always bearing in mind an idea of Europe that is built and shared together. I 
am personally convinced that works of art – which are indelible signs, able 
to give meaning to both places and relationships between communities – 
are an appropriate instrument for this necessary process awaiting all of us, 
from the past towards the future.
 
Antonio Di Bisceglie 
Mayor of San Vito al Tagliamento
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In 2017, the opening of Palinsesti renews once again 
the usual meeting between San Vito al Tagliamento 
and the exploration of contemporary art, with 
its well-established research approach between 
innovation and tradition. 

This new edition starts at the Castello (old castle) in 
San Vito al Tagliamento with an exhibition involving six 
artists, all of different age and provenance, who are 
invited to reflect on a common theme. 
Mirabilium Archiva is a collective expositive project 
aimed at investigating the relationship among 
questions of contemporary art, archival research and 
the natural world.
The object of this exhibition rises from the observation 
that man has always felt the need to study and to 
know the reality that surrounds him and, in particular, 
the natural world – vegetal and animal, together with 
physical, chemical and atmospheric phenomena.
The birth of the various branches of science, as we 
know them today, is rather recent and dates from 
the modern age, with a clear acceleration during 
the last century; as a matter of fact, in the past, 
man compared himself to the natural world as a 
will-powered living entity, with a metaphysical or 
alchemical attitude. Observation and the “magical” 
approach, therefore, were the only tools of 
investigation of the natural world that man had at his 
disposal: astonishment and the method associated 
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with the filing of documents were thus the more 
common approaches towards knowledge.
Mirabilium Archiva, therefore, intends to draw  
attention to these questions again by investigating 
how, in the works here put on display, the relationship 
between the contemporary artist and nature survives 
and results as being linked more to these ancient 
paradigms rather than to the aseptic approach of 
contemporary scientific research.
In 2017, the exhibition program of Palinsesti is 
enriched with a section dedicated to performances. 
In the rooms of the top floor of the Castello, the first 
act of the performance by Michele Tajariol entitled 
Trilogia del Doppio – Tre atti sul disegno (Trilogy of the 
Double – Three acts on drawing) will be premiéred on 
a fixed schedule.
The theme of this performance, as suggested by the 
title, is represented by the motif of the  “double”, 
which has always maintained a long fortune in the 
field of the figurative and the literary arts, particularly 
but not exclusively in Western culture.  Conceived 
as both a copy and as an alter ego, the “double” 
expresses the dual relationship between likeness and 
difference, which often arises between the real world 
and the more ephemeral and falsifiable dimension of 
art and drawing.

Moreover, the area of Essiccatoio Bozzoli continues 
developing the operation of investigations carried 
out by Punto Fermo, the contemporary art collection 
of San Vito al Tagliamento launched in the previous 
years. For the 2017 edition, Palinsesti choses to 
particularly investigate the work of Elio Caredda, an 
artist who has been locally active with constancy and 
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commitment for a long time.  
The exhibition is completed by the ninth edition of 
Premio In Sesto, with its established international 
formula. This year, the award proposes again its 
ambitious and usual vocation: to encourage the 
meeting and the exchange between international 
artists and the local territory. 
The artists vying for the award were selected by an 
internal committee on a regional basis, in particular 
from three European cities twinned with San Vito al 
Tagliamento: Rixheim, Stadtlohn e Nagyatád. 
The award takes place according to its well-
established pattern: each of the three artists 
shall submit a project for a sculpture or an artistic 
installation involving the green area opposite the 
ancient ramparts of San Vito al Tagliamento, built by 
Patriarch Raimondo della Torre in 1277. During the 
exhibit opening, the public will have the chance to 
express their own preferences, thereby establishing 
which one among the exhibits is to be realized in 
the course of 2018. The winning work of art will be 
therefore installed on the landscape of San Vito al 
Tagliamento, thus becoming part and parcel of its 
artistic heritage.
 
Furthermore, the solo exhibition by Ida Blažičko, the 
winner of the 2016 edition of the award, is set up at 
the Fondazione Furlan in Pordenone.
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M
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The very title of this exhibition contains two key terms - the sense of “mar-
vel” and the concept of “archive” - both of which are useful for our under-
standing of the work of the artists that have been invited to participate in 
this collective exhibition.

“Marvel” is precisely that kind of intense and sudden feeling which takes 
us by surprise the moment we see, we hear or we experience something 
that seems unexpected and new to us. Marvel is the astonishment triggered 
within ourselves by the discovery of something.
The term “mirabilia” - which derives from the Latin adjective “mirabilis”- 
also relates to a literary genre having its roots mainly in the Middle Ages and 
consisting of descriptions of the most celebrated monuments of the cities 
from that era, provided by grammarians and scholars. In this respect, texts 
devoted to the city of Rome were particularly well-known - among whi-
ch Mirabilia Romae (“Wonders of Rome”), Mirabilia Urbis (“Wonders of the 
Urbe”)1, Mirabilia Urbis Romae (“Wonders of the City of Rome”) are good 
examples. These texts reported on customs and precise  data,  which were 
also accompanied by numerous hints at elements of legendary narratives. 
Therefore, by definition, such a term alludes, on the one hand, to the in-
stances of wonder and “magic” and, on the other, to the practices of ob-
servation and description.

“Archive” refers to both a more or less ordered set of documents – owned 
by a subject (either an individual or an institution) – and the physical loca-
tion where these papers are stored.
However, in the context of this exhibition, the word “archive” emerges not 
just as a reference to the object-archive, but as especially connected to the 
idea of archiving, namely that particular need which man has experienced 
since the dawn of time for preserving and organising history and knowle-
dge. Now more than ever, the theme of the archive constitutes a topical 
issue: indeed, technology and the establishment of several new media have 
considerably increased the possibilities available for us to both divulge and 
memorize data, thus provoking – according to Cristina Baldacci’s definition 
- «a sort of archival euphoria»2. By means of social networks, applications, 

1  Rome was and still is often referred to as “Urbe”, that is to say,  as the “city” par excellence (Translator’s  
 note).
2  «una sorta di euforia archivistica» C. Baldacci, Archivi impossibili. Un’ossessione dell’arte contemporanea,  
 p. 7. (Translator’s note).
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mailboxes, servers, cloud storages, tags, hashtags and so on, we are con-
stantly trying to organise, preserve and archive our content in hopes of 
preventing their loss and finding them easily and quickly. Every single one 
of us experiences the thrill of being his own self archivist, day to day; we 
experience the famous « vertigo of lists» on a daily basis3.

However, this exhibition presents the necessity of “archiving” - of organi-
sing our knowledge and existence in folders and subfolders, in more or less 
articulated systems – as strictly connected to the feeling of wonder that is 
aroused by the means of exploration of the natural world. This collective 
project, as a matter of fact, seeks to investigate the existing relationship 
between the instances of archival research and those concerning the study 
of the knowledge of the natural world, and  tries to achieve its aims - as is 
only right and proper - by relying on paradigms of modern art. Of course, 
the visual artist has always been – by his very nature - a great observer and 
we all know that there was a time when several branches of science did not 
go beyond, so to speak, the observation and the cataloguing of phenomena 
and objects of their studies. Therefore, this exhibition aims at emphasizing 
the way in which such a pre-modern relationship existing between man and 
nature is still being pursued by a wide range of artists who hark back to – 
in their choosing the natural world as their own field of inquiry – slow and 
almost ritualistic processes rather than those modes with which today’s 
aseptic scientists are endowed.

In this respect, the concept of “microcosm” is definitely fundamental: 
man’s own tendency – particularly typical of the culture of the sixteenth 
century – prompting him, on the one hand, to look at infinite smallness and, 
on the other, to break up the object of his enquiry into more and more infi-
nitesimal portions, thus inevitably creating ever narrower and more precise 
categories and subcategories that are necessary in order to orient in the 
process of fragmentation by which our knowledge is affected.
«The distance from microcosm to macrocosm», as Foucault explains, «may 
be, it cannot be infinite; the beings that reside within it may be extremely 
numerous, but in the end they can be counted; and, consequently, the si-
militudes that, through the action of the signs they require, always rest one 
upon another, can cease their endless flight. They have a perfectly closed 
domain to support and buttress them»4.

In this sense, botany certainly has been a branch of biology which, for a 
considerable time, was engaged in an investigation close to the above-men-
tioned instances. After all, the one who even today is regarded as the foun-
der of this practice –  the very Theophrastus of Eresos who, in the fourth 

3  U. Eco, The Infinity of Lists, 2009. The essay was originally published in Italian with the title La Vertigine delle  
  Liste, where “vertigine” means  “vertigo” (Translator’s note).
4  M. Foucault, The Order of Things: An Archeology of Human Sciences, Routledge, 2002, p. 35.

century B.C., composed several significant treatises such as De causis plan-
tarum (“On the Origins of Plants”) and De historia plantarum (“Enquiry into 
plants”) – started the practice of “classification” by dividing  plants into 
trees, shrubs and herbs. Many other scholars succeeded him in his monu-
mental undertaking, such as Pliny the Elder, who in the first century A.D. 
devoted to plants sixteen of the books that composed his naturalistic and 
encyclopaedic treatise, the Naturalis Historia (“Natural History”). For cen-
turies these were chief publications, up to, on the one hand, the invention 
of the printing press and, on the other, that of the compound microscope; 
both of these were tools that marked a major turning point for studies in 
this area. By means of these brand-new facilities, botany was finally able 
to continue pursuing the tasks of a true naturalist: namely, describing and 
enumerating all the organisms that inhabit the Earth; they were considered 
to possess an immutable quality, as pointed out – during the eighteenth 
century – by the Swede Carl Linnaeus. Physician, naturalist, reformer of  
botanical nomenclature, Linnaeus is also the inventor of the modern classi-
fication system of animals which, based on binomial nomenclature, assigns 
to each plant or animal genus and species classifications

“Classification”, therefore, has been (and still is) a kind of practice indisso-
lubly tied to the development of natural sciences. However, we also realise 
how “classification” is, indeed, an instrument of thought and awareness 
that extends beyond its specific field of application. This is witnessed by 
two ancient roots, but also by the consideration for which many among the 
fathers of Western philosophical thought - from Socrates to Plato, up to 
Aristotle -  were confronted by the necessity of providing knowledge and 
logical thought with an organisation, by means of formal categories. Howe-
ver, as Jorge Luis Borges suggests, «obviously there is no classification of 
the universe that is not arbitrary and conjectural. The reason is very simple: 
we do not know what the universe is...the impossibility of penetrating the 
divine scheme of the universe cannot dissuade us from outlining human 
designs, even though we are aware that they are provisional»5.
When meditating upon this paradigm – that, as a matter of fact, has proved 
to be a necessity of man as such – Umberto Eco coined, in this regard, the 
well-chosen definition of “the vertigo of lists”,  thus referring to that «une-
asy pleasure which make us feel the greatness of our subjectivity, capable 
of wishing for something we cannot have»6.

Thus, this arbitrariness presents itself as an instance inextricably linked to 
the notion of “classification” –  not merely referring to the world of natural 
sciences – yet also the object “archive” is not exempt from it. On the con-

5  J. L. Borges, Other Inquisitions, 1937-1952, University of Texas Press, 1964, p. 104. 
6  U. Eco, ivi, p. 17. 
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trary, once we have determined that the archive represents, as a matter 
of fact, a place of order of thought and knowledge, it also becomes the 
field par excellence where we can exert our subjectivity. The latter will be 
undoubtedly represented by the arbitrariness of those who assemble, pre-
serve and promote the archive (be it the manufacturer or the archivist that 
oversees the documents in question) but also by that of those who consult, 
study and interpret the contents of these documents.
 
Each of these instances, such as observation, classification, arbitrariness, 
utopia of “total knowledge”, “vertigo of  lists” and “archival euphoria”, meet 
at a crossroad representing, in fact, a field of research that – especially du-
ring the last century – has catalysed the interests of many artists, thus reve-
aling what Hal Foster has acutely called the «archival impulse»7 of visual arts.
In this sense, Aby Warburg’s work – that was pursued by means of his Bil-
deratlas (illustrated atlas) – is to be regarded as utterly groundbreaking. It 
was an actual “atlas” which, instead of providing the reader with informa-
tion concerning the orography of continents and states, it rather retraced 
and documented a massive series of migratory flows of archetypal images 
across different and distant ages and places in the history of art. As a mat-
ter of fact, the atlas was an instrument meant to allow the images to sha-
re their own story: where and when they appeared for the first time, how 
and when they got to us, and so on. However, such a tool represented, in 
the meantime, the possibility to give knowledge a precise shape by sharing 
modes of building and documenting the research, with those sciences that 
first utilized visual systems of this sort8.
After Warburg, the atlas evolved into a real aesthetic expression which le-
gitimately resulted in the last century’s and even today’s artistic practice. 
Even the allure of such an object can be traced to its “impossibility”, to 
its becoming and being, de facto, a utopian undertaking. Indeed, however 
detailed, comprehensive and up-to-date the atlas may be, it will always 
remain an arbitrary and unfinished effort. And possibly, this is the very fa-
scination the object exerts over the artist’s sensitivity.
 
Atlases, index cards, herbaria and archives are all systems of learning which 
were born with the aim of storing and organising acquired knowledge. At 
the same time, they were also tools that came to manifest their arbitrary, 
subjective and utopian quality upon which the researches at the root of the 
works of the participating artists are hinged. They are all artists who look 
at the natural world with a scientific and analytic eye but, at the same time, 
they are aware of the large degree of utopia lurking in their own approach 
to the knowledge of the natural world.
This is where every one of us – both artists and onlookers – stops: a mo-
ment before we “understand”, a second later we “wonder”.

7  H. Foster, An Archival Impulse.
8  C. Baldacci, ibidem.
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Rachela Abbate’s strict aesthetic investigation on the concept of space, con-
ceived not just as physical reality, but rather as a systemic entity has been 
ongoing for some time. She is particularly interested in intangible and ab-
stracted architectures – social, relational or linguistic ones - that is to say, 
well-established constructions that are at the basis of our mental processes. 
To the idea of space  defined thus, the Italo-German artist opposes the idea 
of non-space, that is to say, the idea of an openness produced by the artistic 
process itself. According to Abbate, the work of art has to checkmate the 
existing paradigm of knowledge and consciousness and to stimulate (infinite) 
possibilities of thought.
 
Categories on Nature consists of 370 pages extrapolated from several vo-
lumes (texts by Giordano Bruno, Kant, Derrida, Levi-Strauss, not a casual 
choice) and collated in order to form a single, unbound book. In every she-
et the text is opportunely obscured by black stripes which compromise its 
readability. Therefore the architecture formed by black and white, full and 
empty, opposes itself to the architecture of the text. Abbate  thus critiques 
the postmodern practice of quotation and its tendency to systematically 
de-contextualize and manipulate speech. Above all, however, the artist de-
nounces Western alpha-centrism and its limits. The rhythmical alternation of 
the black fields constitutes a code of signs that, overwriting the verbal one, 
suggests another possibility of reading and vision and therefore of thought 
and cognition.
 
In Geodesy-Theodicy (2017) the artist reproduces the drawings of the Arabic 
mathematician and astronomer Al-Biruni in the sand: the drawings describe 
terrestrial and planetary revolutions. By recalling the two-dimensional system 
typical of  Islamic culture, Abbate alludes to other ways to represent the world. 
Western thought conceives reality as a space in order to get to know it and to 
master it, but this is simultaneously an indispensable precondition and a limit. 
 
According to the artist, in the video Earth’s Move (2017) breathing itself is 
non-space.
Through her works of art, site specific, interdisciplinary, multi-media and 
meta-linguistic works, Rachela Abbate pursues different aims, such as crea-
ting transformation processes, arousing a change in the audience’s imagina-
tion, and stimulating new patterns of thinking.
The artist does not create objects, nor does she pursue superficial aesthetic 
results; rather, she  arranges devices for the audience in order to activate 
it. Therefore her art is conceptual and participatory, aimed at generating a 
social, cultural and political change.

[GC]
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Geodesy - Theodicy or Al Biruni’s 
best of all possible worlds, 2017
drawings on sand
200x700 cm

Earth’s Move (what happens when 
you breath), 2017
digital video, 2’58’’
courtesy of the artist

Categories on Nature, 2017
370 unbound papers, 15x21 cm
variable dimensions
courtesy of the artist



If we wanted to draw an imaginary line that clearly divides the dominion of 
everything that is natural, alive and spontaneous from what can be defined 
as artificial, cultural and scientific, we would find many works by the artist 
Giulio Bensasson intersecting this line. In fact, he works with natural ele-
ments in combination with artificial materials and creates objects, collages 
or installations which explore the themes of the passing of time and its su-
spension. The artist intervenes on the border between life and non-life at 
symbolic and aesthetic levels, recalling artistic traditions such as the picto-
rial or photographic still-life, as well as museum techniques used in  natural 
history collections.
 
Slow motion (2017) is an installation made of nine pears which are encased, 
one by one, in blocks of transparent epoxy resin, a chemical product that 
isolates the organic matter from the external atmosphere and slows down 
its natural decomposition. Because of this manipulation, the fruit cannot 
carry out its job, which is to decompose and give birth to a new plant. It is 
instead condemned to be frozen in an endless present, in an unnatural wi-
dening of that short time that usually divides death and decomposition from 
the birth of a new life. The temporal and processing characteristic of the 
installation is given as well by the unstable chemical composition of the resin 
which, despite the solid appearance, will continue to change in the course 
of the time with imperceptible adjustments.
 
Non so dove, non so quando (I do not know where, I do not know when, 2016) 
is also based on the process of decomposition; in this case, the decay of a 
photographic format such as slides. With a series of light-boxes, Bensasson 
exhibits photographic enlargements of slides he has found, which are un-
readable because of mould. The title refers to the impossibility of making 
sense of the original image, often completely lost because of the decay of 
the format. In this installation, the photographic image, conceived as the 
vague suspension of a single moment in the passing of time, becomes alive 
again thanks to the action of microorganisms and bacteria which add a new 
temporal dimension to it. Bensasson actively maintains this process by moi-
stening the mould on the slides in order to keep it alive, until the point at 
which he suspends it again by printing the image on glossy paper, preserving 
therefore only a moment in this second life of the picture.

[DB]
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Non so dove, non so quando, 2017
inkjet photographic print on opaline 
paper, aluminium lightbox
triptych, 31x41x3 cm (each element)
courtesy of the artist

Slow motion, 2017
fruit in transparent epoxy resin
9 items, 14x14x20 cm (each element)
courtesy of the artist



Endowed with an interdisciplinary and multimedia nature, Daniela Di Maro’s 
works come into being as part of an extensive research on the issue of sym-
biosis – often mediated by technology – between man and the environment. 
Ranging from visual installations to artists’ books and to photography and 
video up to exhibits presenting speakers, sensors and software programs, 
in her own works Di Maro sets up a system of scientific and anthropological 
references which are intertwined with symbols from the natural world.

Her artist’s book A Case of identity (2016 - 2017) can be regarded as a good 
example of the above-mentioned practice and as a publication stemming 
from a thoughtful investigation of the self. The book is devised as a multi-
media text in which the written word and the images compensate for and 
sustain each other. It is also analogically realised with texts printed by means 
of movable types interspersed with images which are developed on photo-
graphic paper and then applied to the pages. Moving from the analysis on the 
physical body, Daniela Di Maro questions herself on topics such as the origin 
and meaning of human life and finds an answer in the simplicity of nature. The 
artist calls for an awareness of our human condition, always straddling the 
line between microcosm and macrocosm.

A case of identity functions as the starting point for her second work, Litho-
sphere (2017), a huge patchwork realized by the artist out of fabric clippings 
in the shape of the Earth’s land surface. Daniela Di Maro, instead of placing 
the clippings so as to recreate the current structure of the earth’s crust, sews 
them very close to each other thus shaping the image of the Pangaea which, 
according to the theory of continental drift, was a single super-continent ga-
thering in itself all of the Earth’s land surface. Drawn from geology, the image 
is employed to symbolize the overcoming of today’s socio-political divisions 
and borders between people and nations.

A similar approach towards temporality can also be found in the video La 
memoria dell’acqua (Memory of Water, 2016). The included sequences come 
from amateur found footage of an iceberg detaching from a glacier. In this 
video, produced by Daniela Di Maro, the sequence of the shooting is chrono-
logically reversed and, therefore, the re-forming of the ice sheet is shown. 
Just like in Lithosphere, images come to symbolize the necessity for a strong 
change of direction not only in current environmental policies but also in our 
individual and collective awareness through which a new equilibrium betwe-
en man and nature shall be established.

[DB]

Daniela 
Di Maro

Palinsesti

23

Daniela Di Maro

A Case of Identity, 2016-2017
Moleskine, photographs, movable type
20x13x7 cm
courtesy of the artist

La memoria dell’acqua, 2016 (frame) 
video DV-PAL, 11’
courtesy of the artist

Lithosphere, 2017 (detail)
various fabrics, golden embroidery 
thread (Filato Diamant DMC)
200x200 cm
courtesy of the artist



Gypsum, clay and river water. With these elements Anna Pontel moulded her 
own claps tal Tiliment  (Friulian for “boulders from the Tagliamento river”), 
the seven menhir sculptures at the heart of the installation Odologia dei cla-
sti (Hodology of the clasts, 2017). Pontel’s original work has been specifically 
realized for this year’s exhibit, an occasion that has enabled the Friulian artist 
to explore new research paths.
“Hodology” –  from the ancient Greek “οδος” (hodós) path, way – indicates 
the itinerary. “Clast” – from the ancient Greek “κλαστός” (klastós) broken, 
severed, fragmented  – is the scientific name for the pebbles and rocks of a 
river. Menhirs become symbols of wandering and testify to the journey that 
the artist underwent, from the spring down to the mouth of the river Taglia-
mento – which flows through San Vito  –  searching for either scenographic or 
historically significant locations. Each stop-over was an opportunity for Pon-
tel to draw some water from the river and, once stored into vials, to employ it 
in order to give her pseudo-rocky concretions a shape. These seven menhir 
sculptures are arranged from the most pointed, unrefined and multifaceted, 
to the most polished and rounded-off, so as to show an evolution which has 
already taken place. The claps at the bottom of the riverbed mould each 
other by means of reciprocal erosion. In the same way, the identity of each 
one of us, in the interrelationship with others, rounds its own edges.

For a moment Pontel sets aside disembodied garments, off-scale rigid ac-
cessories, supple sculptures, paroxysmal decorations and the other artefacts 
typical of her art, which are ludic and provocative in nature. The artist also 
puts wires, fabrics, crochet hooks and needles aside. However, the theme of 
garment as an empty envelope that needs to be filled, together with the cre-
ative process through which the final outcome can be attained, are still pre-
sent. Indeed, the menhirs are derived by pouring a soft mixture into modelled 
cardboard moulds (which are not modular), obtained thanks to Pontel’s tra-
ditional constructive method of the “multi-faceted crystal”. Then, the artist 
clearly works according to a sartorial mindset, “tailoring” with craftsmanship 
her own custom-made contribution for the exhibit.

Above all, Anna Pontel cannot help questioning herself and all of us on a 
subject of special interest to her, namely the void intended as an interpre-
tative space left to the visitor. The clasts, which are themselves solid, are 
interspersed at a regular distance thus leaving the visitor to imagine the gap 
between one rock and the next, to invent the development of a narrative 
between them, and to transpose and compare it to various levels of individual 
and relational change of identity.
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Anna Pontel

Odologia dei clasti, 2017
Gypsum, clay, river water, vials
variable dimensions
courtesy of the artist



Born in 1975, Nicola Toffolini is a visual artist, performer and architect. 
His practice originates from the intersection of these languages and, time 
after time, results in installations, drawings or performances. The artist 
uses methodologies offered by the various disciplines to test, explore and 
support his thought, in a process where drawing occupies a central role, 
becoming both a stimulus and an archive of reflections. 

The works SEZIONE#A01 and SEZIONE#B01 (SECTION#A01; SECTION#B02, 
2012/2017) consist of two great boards which reproduce a landscape in 
the most analytical way by means of a section in real scale 1:1. In an admi-
rable performance of calligraphic minutiae and obsessive attention to de-
tail, Toffolini tries to portray a simple lawn in its actual effective dimension, 
giving relevance to every single element that composes it. He imagines and 
portrays on paper the delicate details of individual leaves, gravel grains and 
roots that are usually considered only in collective entities such as a lawn 
and  gravel – proposing that the reality is not made by great ”bunches” of 
the same elements, but each one has the dignity to be observed, conside-
red, studied and admired in its own uniqueness. 

Toffolini adopts this personal method of “inductive” drawing to generate 
reality through  thought, using it also in the multiple phases of planning of 
his own projects.
Taccuino progettuale: erosioni (Project notebook: erosions, 2012/2016) is an 
example of how the artist’s research
is necessary to visualize and test every aspect of a work - from the visual 
to the conceptual dimension - and of its installation down to the smallest 
details. The path which goes from the idea to the installation is structured 
in countless moments of reflection, each of which is examined, graphically 
solved and documented in a notebook. 
His notebooks are not only secondary elements, but necessary structures 
in a final realization that disappears in front of the work. On the one hand, 
Toffolini shows them by making the evolution of the artistic thought visible 
and, on the other, they become the starting point for a new research. From 
his archives, he selects issues that exceed the original project and require 
more attention. These insights are always resolved through drawing and 
are an opportunity for the creation of sequences, such as that of Sezioni, 
in which the work of the artist is expressed as a series of equally important 
reflections and attempts.
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Nicola Toffolini

Sezione#A01 e Sezione#B01, 2012-2017 
(work in progress)
drawing, pen on 200gsm paper
250X150 cm
courtesy of the artist
photo credits: Dario Lasagni

Sezione#A01, 2012-2017 (detail)
drawing, pen on 200gsm paper
250X150 cm
courtesy of the artist
photo credits: Dario Lasagni

Taccuino progettuale: erosioni, 2012-2016
drawing, black pen on notebook
14x9 cm (closed)
courtesy of the artist



Carlo Vidoni takes part in this year’s edition of Palinsesti with two works, pur-
posely conceived for the festival, which constitute an interesting relaunch in 
its creative corpus and a perfect illustration of his aesthetic research so far. 
In the site specific installation Attraversamento (Crossing, 2017), Vidoni rei-
terates some of the more recurring vocabulary of his production: roots 
and branches. These elements are bundled in a chaotic order and they oc-
cupy an interstice in the dividing wall between two rooms of the castle. The 
intervention originated with the epiphanous meeting with the mysterious 
hole in the wall, which aroused the artist’s curiosity and fascination becau-
se of its condition of liminality, of being between, as a trait d’union betwe-
en two spaces, thus creating surprise and estrangement. Vidoni carries on 
this disruptive intention with his usual humour, but without upsetting the 
visitor: are we in front of the interruption of nature in the household? Are 
we in front of the return of an (ancestral)  remnant into the castle’s spaces?

The work Honey Islands (2017) is here proposed for the first time to an au-
dience. The Friulian artist  introduces his new project after a long medi-
tation: the protagonists are bees. The soft combs, with their perfect geo-
metries, are prepared on modelled waxed wood boards and are soaked in 
viscous and fragrant honey. Aside from the meta-linguistic play of a sculp-
ture within a sculpture, it is the urgency of the message that encourages the 
artist to achieve a work that is both within reach and at human scale. By eli-
minating distances, Vidoni invites us to an interactive, tactile and olfactory 
experience. The installation serves as a sensorial catalyst for our reaction. 
The evocation, although polite, is about the serious and pressing theme 
of mortality of the invaluable insects whose existence is fundamental for 
the subsistence of the planet and its biodiversity. In this work, the wish for 
a triumphant recovery of physis  (nature) makes room for the concern for 
its irreversible disappearance. The taste for the inevitable and cyclical un-
doing stands in opposition to the warning of a denied future. We recognise, 
once again, the polarities that are dear to Vidoni’s aesthetics – animal/ve-
getal, natural/anthropic, nature/artifice, nature/culture, absence/presen-
ce – and their peculiar overcoming, but with a different critical approach. 
In both works, Vidoni reiterates the idea of nature not as something “else”, 
something outside of us, something where fears and wishes are projected 
in a transfer-like approach, but as something that is part of our being, in 
both the material and the spiritual dimensions.
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Carlo Vidoni

Honey Islands, 2017
beeswax, honey, wood
each element: 200x30x100 cm, 
200x30x90 cm, 200x30x80 cm
courtesy of the artist

Honey Islands, 2017 (detail)
beeswax, honey, wood
each element: 200x30x100 cm, 
200x30x90 cm, 200x30x80 cm
courtesy of the artist
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«And foundering is sweet in such a sea»
Giacomo Leopardi, Infinity

Elio Caredda
Comportamenti in#giustificati

«The work of art is born of the artist in a mysterious and secret way. From 
him it gains life and being. Nor is its existence casual and inconsequent, but 
it has a definite and purposeful strength, alike in its material and spiritual 
life»1.
This quote by Wassily Kandinsky can help us to trace the artistic path of 
Elio Caredda as a personal, spiritual, and mystical pursuit which is oriented 
towards knowledge. Such an inquiry inevitably leads one to assert that the 
artist «must watch only the trend of the inner need, and hearken to its 
words alone»2, while never losing sight of reality and of its contradictions.
Caredda’s works exhibited in this edition of Palinsesti lead us to look into 
ourselves, to look at our essence, through a path that sometimes is even 
made of “unjustified behaviors,” that prove to be irrational, repetitive, and 
obsessive. They invite us to stop, to look at things and at the world in a dif-
ferent way, to give a meaning and a “justification” to our life.
The work Mai entrato, mai uscito (Nobody ever entered, nobody ever left, 
2011) is composed of a pair of little houses made of woolen felt. They dif-
fer only in color. One is black, the other is white. They represent unity in 
diversity, as yin (black) and yang (white) do in Chinese philosophy. They are 
opposites of each  other, but complementary at the same time, as mascu-
line and feminine genders. These little residences have no entrances, and 
neither doors nor windows. Nobody could ever come in or come out. As 
a matter of fact they are not domus, but the temple of our soul, where a 
«divine seed» (1 John 3:9) exists in us, and has always dwelled in us, but we 
find it difficult to recognize it.
According to Sufism, the ancient spiritual doctrine of Islamic culture, the 
spirit of God came into us when we breathed for the first time. And we can 
become aware of it through the practice of conscious breathing, an exerci-
se that helps us reach harmony with ourselves and with the whole universe.
In the work Ush dar dam (2008), preserved in the collection Punto Fermo, 

1  W. Kandinsky, Concerning the spiritual in art, p. 109.
2  Ibid, p. 78. 
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whose title in Arabic means “the awareness of breathing,” the artist wanted 
to experience the rhythmic life of his respiration by transferring it, moment 
by moment, on a sheet of glass. The white signs represent the moment of 
breathing in, that is namely the moment when the author has placed himself 
in an attitude of reception and growth, whereas the shadow that falls on the 
silky fabric, applied behind the glass, corresponds to his breathing out, a sta-
te of abandonment and reflection useful to prepare him for a new beginning.
In Almost blue (2017) we can see the rail of a train track, three meters long, 
cut according to a measurement relation given by the musical scale. Each 
segment of the rail distances itself from the next one maintaining the same 
interval of the notes in an octave, while a gold leaf has been applied on the 
dissected sides.
This work is a clear warning to look at our life with a different attitude, not as 
if it is a long and straight road without jolts and interruptions. It seems that 
Caredda wants to suggest that life is made of relations among past, present 
and future, caesuras, standstills and new starts. In this journey, rhythmically 
punctuated by our train de vie, we have to let sentiments pervade us, as Chet 
Baker suggests in his song Almost Blue, being able to recognize the important 
moments which can alchemically turn into gold.
The work Tegularius (2006) is the counterpoint to, or rather the alter ego of 
Almost Blue. Seven oxidized copper cones of different heights are placed in 
sequence, one next to the other. As the summits of the mountains do when 
winter approaches, their tops have turned white, not because of snow, but of 
sugar. Their different heights are given by the sum of the frequencies of the 
notes placed nearby in a musical scale. Born from the most perfect shape, 
the circle – so considered because this geometrical shape has no beginning 
and no end, and, in mystical systems, it is considered a clear allusion to the 
divine – these cones rise from the earth to the sky, as their color between 
green and blue does toward the purer dimension, the white of the top. In 
this project the artist draws his attention to the importance of relationships, 
to the ability of listening, of observing and of opening ourselves to the ones 
that are next to us, even if we do not know them and are scared of them. The 
acceptance of diversity, of what is other than us, will thus allow us to vibrate 
in an unexpected, surprising way, as «an altogether immaterial esoteric mu-
sic» that absorbs «everyone who enters its magic circle as a song for many 
voices absorbs an entering voice»3. Therefore it becomes easy to remember 
the deep relationship between the Magister Ludi Josef Knecht, the main cha-
racter of the novel The Glass Bead Game by Hermann Hesse, and his friend 
Fritz Tegularius, who for him «was a dynamic element, a small open window 
that looked out upon new prospects. […] Like most solitary geniuses, Tegula-
rius was a forerunner»4.
The installation A day in the life (2017) consists of a supermarket cart filled 
up with unpacked sugar. Caredda seems to wonder, recalling the title of a 

3  H. Hesse, Magister Ludi (The Glass Bead Game), p. 261.
4  Ibid, p. 291.
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Mai entrato, mai uscito, 2011
woolen felt, 22x18x20 cm (each element)
photo credits: Laura Tessaro

Almost blue, 2017
steel and gold, variable dimensions
photo credits: Laura Tessaro



famous song by the BEATLES, whether a day in the life could have happened 
to anyone to perform a mindless, irrational gesture, such as going shopping 
and fill up the cart with sugar until it overflows. However, thanks to such 
an unjustified behavior, to that tribute to the inability to succeed, we can 
become aware of a reality which is different from how it usually appears to 
us. Sugar gives us a state of grace, but remember  not to abuse it, or we can 
overdose.
The work Speculum sine macula (Spotless mirror, 2015) is made of two le-
aden ingots that display a verse taken from the Book of Wisdom where the 
latter is defined as «a spotless mirror of the working of God» (Wisdom 7:26). 
In the artist’s imagination, these ingots should be caressed with a conti-
nuous and slow movement, to the rhythm of a filmic take by Andrej Tarko-
vskij, and from this gesture, that seems to be unjustified, we could witness 
the alchemical change of lead into gold. Caredda’s suggestion is that every 
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Speculum sine macula. Né io, nessuno, 
né cose con un nome, 2015
lead, 36x9x9 cm, variable dimensions 
photo credits: Laura Tessaro

Tomorrow never knows, 2017
lead, 9x9x9 cm
photo credits: Laura Tessaro

Procol Harum, 2015
oxidized copper, 36x9x18 cm
photo credits: Laura Tessaro
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living being should try to become ennobled, to be a spotless mirror, raising 
himself from an animal state to a spiritual one.
Tomorrow never knows (2017) rises from a personal liberating process of 
the artist connected with an event of the past, a viaticum to forget a nega-
tive condition. Inside this little casket Caredda wanted to hide, to protect 
something precious for him, dear to him, but that, at the same time, has 
caused him grief and suffering. A leaden object that seems to be cold, but 
that the artist was able to transform through a path of individual growth by 
taking on the symbolic worth of a jewel-case, a kind of Kaaba, of sacred 
place, as John Lennon reminds to us in Tomorrow Never Knows, to be is to 
«see the meaning of within». And tomorrow, who knows. Maybe that secret 
will be preserved, or maybe, in order to reveal it, someone will force open 
the casket, but he will be disappointed because he will not be able to un-
derstand.
Procol Harum (2015) is an oxidized copper boat, an ark with a little entrance 
like that of the Tombs of Giants in Sardinia, which symbolically joined the 
world of the living to the world of the dead. The ship is the metaphor for 
antonomasia of the journey that «always starts anew, it always has to start 
anew, like life itself»5. And it is «upon the shores of the sea […] that the 
wide breath of life can be found, which opens up the important questions 
about destiny and about the meaning of bad and good; the sea forces us 
to confront and invites us to challenge ambiguity»6. And Caredda wanted 
to accept this challenge by choosing to travel. His journey is a continuous 
landing in new ports, made of meetings, experiences, discoveries, and then 
departures again, far away from these things, procul harum7. 
And foundering is sweet in such a sea.

5  «sempre ricomincia, ha sempre da ricominciare, come l’esistenza». C. Magris, L’infinito viaggiare, p. VIII.   
  (Translator’s note).
6  «è sulle rive del mare […] che s’incontra il respiro largo della vita, che apre alle grandi domande sul destino  
  e al senso del bene e del male; il mare pone a confronto con l’ambiguità, invita a sfidarla». Ivi, p. XIX. (Tran  
  slator’s note).
7  “Away from these things” (Translator’s note). The mangling of this Latin expression is at the origin of the   
  name Procol Harum, a well-known English progressive rock band of the ‘60s.
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Trilogia del doppio
Tre atti sul disegno – atto I
a performance by Michele Tajariol

productions and texts by Michele Tajariol
sculptures and stage setting by Ludovico Bomben and Lorenzo Cianchi
choreography by Mattia Mantellato, performance by Silvia Baldasso and Sara Bravin
sound design by Alberto Biasutti
in collaboration with A.S.D. Passione Arte Danza, Pordenone

Act one

Two dancers arrive slowly on the scene, (they are appropriately) matched, 
in order to be recognized.
A slow (passive) walk , synchronized in limbs.  
After a pause, they start composing.  
A part of the body of one dancer is attached to a part of the body of the 
other dancer (right hand of one with left shoulder of the other).  
The movement in its attempt to be synchronized becomes almost mecha-
nic. A part of one dancer does not separate from the other and it is for all 
the movements.  
On the left ankle one of them wears a jewel from which a little prosthesis 
comes out, where an object is fixed: a little hidden microphone.  
The double gestures try achieving emancipation from each other to beco-
me unique but the fixity and the drawing they produce through the jewel, 
force them to keep up the other.
Simple gestures almost explore the space around without action;
The sound produced by bodies and from the reception of the contact mi-
crophone amplifies the synchrony and the diachrony of the Double.
Nobody leads, nobody escapes, nobody stands out; everything stops,almost in 
the loss of a physical exercise that disappoints every attempt of emancipation.  
The double has failed in research of its uniqueness.  
 
Trilogia del doppio – Tre atti sul disegno (Trilogy of the double - Three acts 
on the drawing) is a performance, whose first act is staged for the first time 
during Palinsesti 2017. 

Trilogia
del doppio
Giorgia Gastaldon
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 The theme of the choreography is drawing, intended as “necessity”, as the 
first impetus that the artist feels in front of the white sheet. In this case, the 
drawing represents the thought, that is the only tool Michele Tajarol uses to 
fix, on a sheet, the continuous flow of his mind, the dense thinking which is 
at the basis of his research.
 
The theme of drawing is, at the same time, the way in which the artist intro-
duces the second instance of this performance: the concept of the double, 
represented by the duality of hand-drawing, mind-thought. In the practice 
of artistic conception a sort of confusion is discernible, for which it beco-
mes difficult – or, maybe, almost impossible – to recognize if the mind leads 
the drawing hand, or if it is the drawing itself, during its creation, that leads 
the thoughts of the artist. In the same way, therefore, in this performance 
the two main characters stage a choreography that creates a state of con-
fusion in the audience, who tries to understand who leads and who follows.
In fact, the two involved dancers represent, respectively, the thought (the 
head/the mind), and the arm (the drawing). For this reason, therefore, the 
whole choreography is based on movements which try to be as a single one, 
but never succeed.
Contrary to what we could infer, the attempt of one dancer to follow the 
movements of the other in a simultaneous way is not connected to the idea 
of the mirror. During the whole choreography, in fact, there is a short delay 
in the movements of the two main characters, as in the practice of drawing, 
where an extremely short time lag is always present between the cerebral 
impetus and the actual implementation of a physical gesture.
 
Besides being a choreographed and gestural constituent, the performance 
of Michele Tajariol is based on a soundtrack: according to the artist, thou-
ght is associated with noise.
For this reason one of the dancers wears a jewel microphone, realized by 
the visual artist Ludovico Bomben, that records and amplifies the noises 
produced by the choreography’s movements. These sounds are being tran-
slated and transformed in order to be listened to, according to a predeter-
mined schedule, conceived by Alberto Biasutti.
In the end, it is the sculpture by Lorenzo Cianchi that keeps the two dan-
cers physically together: as a matter of fact, in the artistic research and 
practice by Michele Tajariol, sculpture has always represented – effectively 
and metaphorically – what keeps the application of thought and drawing 
together. From this point of view, in fact, all the sculptural objects present 
in this performance shall be understood as not only simple scene accesso-
ries, but real construction tools of the scene itself and, therefore, as part 
of the final work of art. In this sense, the theme of the double returns, since 
it is Michele Tajarol himself who has conceived his work through dialogue 
and comparison with other artists, overstepping the limit of self-centered-
ness and building a ground where different languages and objects are able 
to share a common performing space.  
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