Analytical summary of the thesis “The human torso -sign, print,

architecture, symbol”

Introduction
a). Defining the object

We conducted our approach in order to contributéheodefining of the torso
from the artistic point of view, given the compligxpf his plastic and expressive
content, as the defining fragment of human beinge $ubject was tackled by all
visual arts, in all their technical and materiatigty, or the variety of their specific
means of expression, being well established trairey complexity and expressivity,
even if we only deal with an incomplete image @& torporality.

At the same time, the torso offers to the advisddakers a suite of facts enough
suggestive and expressive, necessary to the imggo@mpletion of the given
representation, challenging him to a stimulatingreise, which makes out of the
image’s decoding an aesthetic and spiritual, mefsted game. Precisely because of
it being incomplete, the body figured through tloest’s images demands to be
discovered, completed and perfected, thus eachokels contribution can bring
new and interesting results. No finished imagehefliuman body, namely an image
full of content and shape corresponding to the rahtstate, does not grant the
onlooker this privilege of participating to its pegtion. Briefly, the torso represents
a piece of art which claims for an interactiveegion, allowing as more types of

reception and reading as the completions of theinggparts are more various.
b) Subjective arguments

Among the features that are characteristic to abjestive nature, which made
us to incline towards our theme, it is also sitdatee attraction, experienced since
even childhood, towards the elasticity of the atblbodies, of the rope-walkers and

circus artists. Then, as | was studying the worlsamhe great masters of universal



sculpture, new valences of the surface, tectomdstlae spatial display of the human
body came to life, valences in which | hinted atimited horizon of expressiveness,
which we desired to approach during future persamtibtic projects. The early
studies, the exercises accomplished inside theopafrstudio, started to clarify step
by step the relations between the important plafgtatures, characteristic to the
torso. The analysis and the direct observationsigusiodels, enabled us a better
understanding of the mechanical functions, of tkeletal and muscular systems of
the human body, as a start base for the other mmatlements, as the head and the
limbs. This represents the moment when | discovétedgreat power of suggestion
and the expressive dynamics of the torso itselihénabsence of the other anatomical
elements.

We found significant, during our artistic formatjdhe marking of the difference
between looking and seeing, which makes the padsamgethe exertion of a natural
sensorial ability, common to all living beings, ttte talent of artistic and aesthetic
observation of the world. The look is a simple el spontaneous exercise, an
intercourse of adaptable nature of the human badyhe environment which
transmits visual signals interpreted by the humga and transformed into images,
depending on which they adjust their position iacg The look has, therefore, a
function of adaptability and pragmatism. The sidigwever, from our discussion’s
point of view, it is a spiritualized form of lookgn an analytical, comprehensive look,
which passes beyond the signals and the formseaffey the environment, in order
to access the aesthetic quality, maybe even thatiei(meaning ideal) quality of
those we are watching. In order to clarify thidetiénce, we could say that “to see”
means to understand the essence of the objectbgethre eye. The look fixes the
exterior aspect of things, but the sight penetrtteg essence, therefore the art of
seeing is profoundly spiritual and, sometimes, engfigious as the sight can reach
the rare extreme of clear-sightedness and cle&wvisvhich reveals the archetypal

world.

c) Cultural arguments



Next to the personal taste, is the constant prematoan for the forms and types
of the human body’s expressiveness; this itselhisresting as a form of natural
existence, as a fundamental object in anthropoldgylogy, culture history and
history in a more wide acceptation, fact that emages us to believe that, in its
essence, the culture represents a culture of mantierefore humanism. Each body
represents a spatial region specifically determansdithrown into relief according to
the contained material and form, possessing batlodical and aesthetical features.

The body is something that exists and moves inespatithout the freedom of
movement, without the tensions and the energy ithit charged with during its
multiple kinetic processes, without the trajecteraad the ways he crosses, the body
would not be able to express anything from whauas more specific, as the force,
the will, the orientation, the suffering, the triation, elements we find in defining
actions as the work, the fight, the eroticism, &tee body traverses the space, to be
more precise it traverses a variety of spaces,ridbgsg types of movement and
expression that can be interpreted by those endovitbdartistic sensitivity, in the
modality of an aesthetic paradigm. The torso is,bekeve, one of these essential
paradigms, because it gives expression precisetlgecanobility of the body in his
relation to the space — but not unique, as thergibnd the nude express as well
something important belonging to the corporalitg]yothat in some other register
and with some other aesthetic stake, namely theesgwity of the face, respectively
the expressivity of the body surface.

Since the body and the corporality represent timeeseultural structures, these
become subjects of art; they are investigated,yaedland charged with content in
the modern cultural episteme, characterized bytrtamph of the individualism in a
social plan and by the revelation of the thinkelf,3lee measure of the existence and
truth, in a philosophical acceptation. If the iet&rfor the body implies a philosophy
of complete individuality, a monad in Leibniz’s fdgophy, the preoccupation for
the torso shows that a change of paradigm toolepthat we reached a vision of the
fragmented Selincomplete, truncated. Thus the thesis that |eatlsentire research
about the torso in art history along the variousucal areas, might be formulated by

the followings: The torso represents the most relevant artisticgenan a culture



dominated by the philosophy of the truncated, mtgent individuality, respectively
by the fragmentalisnas we can see in the European culture starting thi¢ 18’
century, when the German philosopher Friedrich 2diglte enounced that no Subject
and no plenary Self existed, unitary and permartaut,only various modalities of
manifestation of the supposétfjo cogito, which appears and disappears like a
phantom inside the psychic space, dominated byrthtonal pulsations and will of
power. On a more artistic level, a few decadeg,léte cubism shows that the man
is reducible to pieces and fragments, the sameptezale, in which he composes and
decomposes itself along the whimsical vision o&#ist as Picasso, for instandée
man does no longer have unity; he is not a wholg, & circumstantial sum of
fragments.This is the dominant philosophical thesis of thdture to which we
decided to integrate our vision about the humasotor

Chapter one. Corporality and language

1) Corporality and language; the speech as a gesture

In our wish to underline the idea that betweenhibedy and the language exists a
very strict bounding, it is, we believe, appropei& enunciate that the language as a
modality of relating between various persons, esgomn of the worldly
representations and intersubjective communicatiegirts with the forms of the
bodily expressiveness, simpler said, with the gestuThe gesture is the
communication mean prior to the formation of theglaage, as well as the
screaming, yelling, onomatopoeia represent vodabizs with a significant intention
prior to the articulated word.

As the human body, and especially the face, reptese significant dynamic
object which generates expression, therefore laygguaven before the verbal
articulation, the same way the phonation, the iption, the carving of signs and the
roaring become the corporality, meaning the sesmsiBubstance of a language
hidden in the darkest depth of intentionality. Weuwd not be able to analyze the



meaning and the types of expressiveness of the mbudy and the torso if we
hadn’t previously placed them in this wider cultunarizon of the language. If the
human body, as we have seen till here, is by itgelfexpressive language from
which the voice and the word derive, then it isitett to sustain that the torso as
well, as a human corporality region, is a spec#igion or goarticular idiomof body
language. As the body expresses, means and thtkgptso expresses, means and
talks, even though, lacking the head, is compeliedadopt another form of
expression than the voice. His expression is belétce visual, in other words, he

expresses by showing itself.

2) Individuality and fragmentation; consequences irart

Cultural modernity emerges once with the subjecigegory replacing the
traditional categories such as Being, Truth andhiwicertain limits, even that of
God. Therefore, modern culture is above aiticism, and not a system of the
transcendent worldg methodof the reflexive subjectivity that has foundingyuiity.
Descartes derives the certainty of world and Gexlistence from the immanence of
the cogitativeegqg the only reality that can not be relativized ubt. Ontological
and theological hypothesis cannot be imposed dses&lent; they must pass the
exam of subjective certainty. Ultimately, what moudty will state over its entire
development isthe founder characteof the ego his unique need in terms of
achievement and, later, the significant expressirte world.

The individual and the individuality become socpalitical and ethical forms of
modernity, while, under the philosophical aspdutytremain figures of subjectivity.
The logic of modernity, said Renaut, takes shapben'progressive substitution” of
the subject by individuality, which, at the ethiéavel, is expressed byoving from
autonomy to independencBaus configured, the individualism marks a nevpste
the history of modern humanism, but one that erdea within the very logic of
the humanism, leading to the loneliness, alienateord the nihilism of the

contemporary world.



There are four constitutive levels of modern indualism:

» Defining freedom as the perfect independence edhds towards one another;
* The liberation of the individual from under th&luence of the external world, to
enable it to act in accordance with the requiresehtts own nature;

» The excessive valuing of the individual, the eclive’s degradation or its
assimilation to the order of coexistence of indixatiperfections;

« The dissolution of consistency in the relatiopshbetween persons and subijects,
whose concordance necessarily derives from a pableshed superimposed order,
which is directed by God.

It should be noted that the idea 'the fragmentation of the subjec¢tivhich
causes about a whole chain of consequences, sutheasagmentation of reality”
(infra-reality, over-reality), the fragmentation ofhe psychic (unconscious,
conscious, over-conscious) andhée fragmentation of the truth (relativistic
epistemologies, thinking poor), becomes the masitddahesis of the late modernity,
preparing the ground for post-modernity. Contrasythhe Cartesian vision, Hume
would sustain that man isot an essence, but he represents a plurality of afcts
perception and representation, each internal ajatitdeveloping its own internal
mental operation. Valuing human as individualityeg a more and more extended
area to the will and the freedom of choice; certaptions, values, behaviors,
attitudes cannot be justified through an appealoial authority, but they represent
a direct consequence to the individual wish, whiakes over a fragment of the
authority and the social legitimacy .

The novelty becomes a value itself because it Helpise early maculation of the
traces of all traditionalism. In fact it is a blamiklue, which acts as a utopian vector
and anarchic passion, faceless deity worshipeth&fact that all changes may be

required to it, because it maintains the falsesitin of the ecstasy of Infinity. As
philosophers and modern scientists believe inrtheiie progressmodern artists

fall to the other extremef infinite innovationwhich justifies even the most

eccentric changes. The new is searched precisefube, loaded with infinite

presumptions, provides always, beyond any aesthelie the surpriseandthe

different Novelty is a subversion by itself, an attack dfitre full of promises



towards a present torn by sufficiency; in its anolitig novelty comes both as a
creative passion and as entropy of cultural foltrdoes not seem surprising at all
the title of Harold Rosenberg's book that capttinesmeaning of modernityf,he

Tradition of the New1959).
Novelty passion is accompanied at the moderns égelarch of the exotic and
the archaic; the old, the exotic and the distamtnawch closer to the taste of
modernity than the proximal and the immediate tradiis. The critical pulling away
from the tradition can only convince us, once agtiat the moderns have a deep
sense of their historicity, that they feel victiofsa temporality they will to overcome
through novelty. Herder rediscovers the German jpal&try and Pound the old
Chinese one; Delacroix recovers the Orient anddBrehares the passion for the
Southern Sea culture. Modern aesthetics are fetilby the infusion of exotic
archaic forms, this process giving birth to majoravations and great works in the
20th century’s culture and art. The worship of rityveitiates the very consistency
of the creator act; it alters the quality of theeiin which it occursTradition denial

andself denialare the two nihilistic passions of modernity.

Chapter II. Decisive and defining elements of therawork

1) Expressivity, components of expression

To talk about the artwork, we must review the sufnfaztors that any
materialization belonging to the art domain mustlude: the concept the
transposition materialthe object’s expressigomand the work techniguehe loading
of the artistic gesture artthe clarity of the sent messagé&hese are the important
marks whose level ultimately sets the share of evadli the artistic object. The
absence of any of these causes the other’s dig&unih, putting into question the
very belonging to the world of art of the subjexamined.

The object’'s expressivenesnaterializes in its spatial, formal development
(spatial scraps, formal tensions and the subjettitide) participating this way, to



the clearness in content of the message sent tei¢heer. It includes qualitative
connotations, expressed by the eloquent, cleargestiye way, in which are
transmitted through facts of plastic nature, belogdo the formal language of the
object, the emotional and conceptual significandh® induced messagéhe means
of expressiorunderline and help directly to sustain the desiggdression of the
representation. They also include, when modelingaswing, the treatment of the
surface, the model's expression (fairly, accuratpblished, prepared, textured,
vibrant, rude or raw) which equally determines teality of the result.The
material’s expressionontained by the work material serves, by its geeldction, to
an increased value of the work and to emphasiz;giessage. Materials’ qualities
and their materiality, sometimes surprising andfgotty molded to the artist’s
intention and intelligently speculated by him, gveéhe artwork the desired
expression.

The messag&ansmitted to the viewer includes the ideatiarmaltent and the
aesthetic emotion passed on to the viewer by theods, being an important
component of artistic quality. The message or tlea ijoined together with the form
of representation, which ensures its correct degpdihe message and the form of
representation interact, determining each othed, la@p increase the visual and
emotional impact on the public, thus to achievagadr value level of the work. The
torso as representation, without its head and limizg/ raise some problems relating
to clarity of the message. This is more easily dnaitted through the image of
complete representations, in which the preseneerdlationship and the expression
of these formal elements simplifies its reading #@sdunderstanding by the less
advised public (simplifying the artist’s labor),avif the figure’s completeness may

diminish the mystery of the image.

2) The perception of light and space

The existence and the perception of image and faren only possible

because of light and the appearance of shadowngrfsbm it. The perception of

space and forms, their defining, is establishedufin touch and sight. The tactile



sense, the touch, offers us the measure of coifyoral the tectonics, of materiality
and consistency of things, and the sight, throughpiementarity, their spatial
relationship to the world: the depth, distance hadzon. Through merging, the data
provided by their action compose the sight, thegenaf a basic architecture of the
world space, in whose objective network we integrat
Originating forms of perception and ursgnding of spatiality, distance or
proximity are materialized. Picturing the spaceaasuccessive enveloping which
begins on the nucleus, the human ego, and distaised#fsin new spatial layers, we
can conclude that the fundamental human rappabyodistance is this relationship
of selfto the elements beyond its borders, passing tihwréather" and distancing

itself again from the core.

3) The form and its evolution

The forms, the volumetric deployments and the meishas of their binding
were a constant cause for deep meditation. | pdszketo the evolutionary
structuring of the form becoming created by manijteiboth directions - functional
and symbolical — both as an approach necessdahgtoase and object analysis, that
we conducted during this thesis, as well as frame@essity deriving from grounds of
a pedagogic reasons, useful to our field of agtivibrdered the evolution of form on
levels of functionality, considering that the udeform and the necessity of its
creation responded first of all to some human ne¢dmmediate use. It has become
increasingly complex, simultaneous to the otheegaty of forms, which meet the
human spiritual needs, the symbolic forms.

In the evolution of three-dimensional forms, thestfievel was that dfunctional
form. Next up is themprovement of shapéhe object becoming more appropriate to
the function. Through training, the object reacttes level of themaximum formal
efficiency From the great diversity of the world of symbolicrms, of free
expression, we headed out our attention towardshtiman figure representation,

respectively the one of the torso. We, then, exadrttlis analysis, from the complete



sculptural representation, of perfectly presertatuary, focusing on the torso of the

representation, to the torso as a work with inddpahexpression.

Chapter Ill. Anthropomorphic statuette from the ri tual object, to

the torso as independent work

1) The appearance of anthropomorphic statuette and itfunctions

Anthropomorphic representation, aware manufactuie@ct, occurred almost
simultaneously with the man, joining him in all agend stages of his evolution. It
dressed very different shapes and sizes, from rinded and pendant to the statue.
We consider the representation of small sizesgthelet and small plastic) as being
a binding element, the symbolic object in whiclgorate the ceramics and sculpture,
and in a more extended sense, the other arts feaate with the volume and its
relationship to the space. Whether it representsamu beings, zoomorphic
figurations or plants, the amulet can be framedhiwithe boundaries of the abstract,
but in sufficient recognition of the subject remeted. Magical-spiritual load of the
amulets recreates the world that it belonged ttdartempore its powerful symbolic
character, beyond the image, being overwhelmingyiiably decoding the age and
bringing data on the specific of the cultural aniiséc habitat to which it belongs.

The appearance of the first objects of ritualipticpose, deliberately elaborated
on the European, north African territory and Mid@&ast, has its explanation in the
intention to artificially multiply the astonishingccidents of nature (Venus @an
Tan), which were observed or discovered by chance. tDube increasing number
of individuals who formed the human communitiesd atue to the growing in
complexity of religious rituals, the need of mulyipg these objects became much
pregnant, and the development in parallel of texdnmeans of processing and
finishing of the representation allowed achievinfingshing level that will ennoble

them and will emphasize their significance.
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2) Types of anthropomorphic representations

We conducted a systematization of the course fatblwy three-dimensional
human representation, from the one with a roleuttiucal-religious object and up to
the more recent moment, of the celebrating, deelicastatue, as it follows:

» The idol-statuette Schematic yet expressive, it does not contaimtifi@ble
features of the characters; these are just gemeritansferred to the symbolic
content of the representation.
» The ordered-statuette Represents the type of statue designed to copyenao
resemble the character of the representation (fam@mber or community leader),
who is believed, in many cases, to have posecetautst.

» The functional-statuette To objects from this category of ritual or furnctal daily
utility (bowl, pitcher, handle, tool, etc...), wilpecific sizes, anatomical elements are
transferred.

* The monumental statuette of praising It is built in order to achieve recognition
of the importance of deities and their praisingtheg eulogizing of some important
characters or personalities (present or past)eofehl life of the community.

3) Anthropomorphic statuette and symbol

Early man places the entire phenomenal world inasenextended context of
symbols. Each work of art is a symbol or a symbotimplex. Even the imitative art
acts symbolically, offering us images of an appeegaby which we recognize
something else. Imitative artrepresents the closeness to nature and the tendénc
sensitive objectificationthe symbolic arimeans the remoteness from nature, being
accompanied by a strong tendency of abstractioninfgortant feature of symbolic

representations is the polyvalence of the contadtthe complexity of formalizing
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modalities which arouse and enables infinite imagirmental representations. This
plurality of meanings, characteristic to symbolit, aloes not express the direct
results of perception. It is present for the ftiste in formalizing the representations
of primitive art.

Through symbol we understand precisely a sphepigd meanings, non-visual,
issued by the sensorial. The artistic image shavgeufect recognizable objects, the
relationship that subsists between them being glanéside the real world; it is
trans-empirical, their connection consisting on niegs and the existence of certain
spiritual bounding. The symbolic art has a charagtevriting in images It has to be
read and interpreted as it results from the opinanthe German thinker
Schleiermacher, as a datum that leads us to otteimg not talking about some
exterior form of the object, but an act of will dhe part of the perceiver. The
availability of primitive man practiced in the peption of symbols, was much larger
than the one of modern man. During archaic agaser po articulated language,
communication was based exclusively on symbolsyuiin evolution, due to the
appearance and improvement of language and wadtemmunication codes; the man
was no longer forced to communicate through thera. dées no longer daily
communicates through images, but through a grapbde composed of simplified

signs, that are no longer representations, itsefjes of objects.

4) Restoration of the mutilated remains through maling with plaster and the

torso consecration as plastic autonomous theme

A very important moment in the evolution of the eud fine arts is situated in
the early nineteenth century, a period marked bynied for reunification of ancient
sculptures, in order to present them to the greestemms of the world. A typological
systematization of human representation and intpliof the torso, could be done,
firstly, by criteria such as male-female gender a@hdracters’ age (adolescent —
much more difficult to define as a formally repaertmature or old). After the

transmitted message, based on the expression oéphesentation, the torso evokes
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various types of charactetseroic (with strong muscles, tensed, full of force, agtiv
energetic, dynamic),sensual (with idealized forms, emanating eroticism),
contemplative(passive, static). Related to the actual humanredsions, sizing is
directly related to the original purpose and dediom of the object. Thus the
anthropomorphic representations may become, inptcel cases, to theuper
monumentalthe case of Egyptian giants or some representad Buddha in the
Orient), monumental and miniaturized to dimensioha pendant or much smaller.
Modern Art History recorded simultaneously to tleegival of interest for plaster
molds, the use of poor materials in the creatiorardivorks, such as plaster. The
exceptional plastic qualities of this material hdxeen exploited by great modern
artists, such as Auguste Rodin, Max Ernst, Hans akrigp Alberto Giacometti. The
white statue in the classic conception, (white §ein attribute of classical statuary)
would be an alive form. The Romantism detectedhm @ncient statuary the evil,
strange, pagan character and, starting with thisems, the classic form has become
a symbol of strangeness. Classicism was about ¢epadt was, but could not
overcome its reservations. Contemporary art, Ewmopand American, gave an
important role to the plaster mold, but the emecgeof new plastic materials will,

for a while, remove plaster from the category & pineferred materials.

5) Representing the torso in ronde-bosse, alto-relo, bas-relief and sgraffito

The initial tendency of figure representation wascteate fair, realistic, three
dimensional images of the preexisting natural, uglothe technique of ronde-bosse
modeling or carving. This technique, which does mefjuire an abstract
understandingallowed primitive man as by direct observatiorired model, to make
an identical or very close to nature representation

Between the initial moments of the randsorapingthe clay walls of the caves
and, that of when, through its symbolical valuee tbcratch became drawing,
therefore art, a long and complex process tookepldbe conversion of a complex
three-dimensional model, following to its reductimnsimple lines by the technique

of sgraffiti same to the projection of its shadaMidwed by correct insertion, within
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the contours, of the inner tectonics’ details, that the suggestion of spatial
sequence of its component elements to be logicdlsaiggestive , is much more
difficult. This entire process requires involviatystract understandingf space, for
a bi-dimensional conversion of a three-dimensiomeddel, with all its spatial
suggestions. This process began to outline thaagpyi basis of the perspective
drawing. A more advanced variant of sgraffito regrgations is the one where
compositions with multiple anthropomorphic and zoophic elements or with
representations of singular, central characteesaahieved by incising and shading
on larger areas, previously colored, mono or palyctatic.

The sgraffito technique contributed significanibyensuring image sustainability
and to diversifying the representation techniquksserved decisively to the
formation of the abstraction mechanism and the m&ism of intelligible and
suggestive translation of the three-dimensional ehagiming its representation into
the plan. The result was a mixing between spacecepgon and gradual
improvement of the means of achieving the illusséspace into the plan, a process
due to the native human capacity to interconnegtivihis mix was then refined
through continuous practice of abstract understandof space, leading to
establishing the notions that founded the drawirgy spatial suggestion by
perspective elements. From the initial random amdidental scratching, by
perfecting this type of representation, has beewreldped, through practice,
differentiated interventions ofemoving (by carving and planning) oadding
(through modeling) of the work surface material.isThvay all the other relief
representation techniques, specific to ceramicssantpture, have been developed:
flat relief, basso-relief, and alto-relief, typekrepresentation that keep as a basic

condition the contact to the reference plane, framch they develop into space.

Chapter IV. Subjective historical draft of the torso development

from prehistory to current time - analytical cases
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1) Spatial and temporal delimitations

As a geographical area, we studied the evolutiothefthree-dimensional
representation of the human body, paying a spatiahtion to the torso, in the area
of western and southern Europe, the Mediterran@eampMiddle East, Minor Asia,
Egypt and then the pre-Columbian America. We belignat the evolution of human
body in pre-Columbian art is significant and insejbée from the development of
universal art, both in terms of value, as the @adlsome important cultures, and its
geographical extent, as well as from the pointietwof its actual contribution to the
human cultural heritage.

Our journey starts with the art cave, the art amfive age, bringing us to
the art of the 20 century, reaching as well some other important e from our
point of view. Statistically, the majority of pretoric anthropomorphic
representations accomplished in ronde-bosse teohrdce females, which confirms
the important role of women during this age, likdlyminated by matriarchal cults.
Survival and perpetuation were major goals of mtehic human communities,
which could explain the maternal deities’ prestigeflected in commercial or
cultural artifacts, as well as in artistic repraa#ions. In a metaphysical perspective,
the appellationvirgin is given to the substance, the primary raw mdiewdaich
through its mysterious, divine ability, can takecan impregnate itself in any form
without exhaustion. The woman embodies the sametheymystery of creatioand
the mystery of Bein@f all that is and becomes, dies and reborngahaally.

It seems that for the Paleolithic man, the mostesgive part of the human
body and more rich in formal suggestion is as wadltorso. It represented the act of
procreation and produced tensions full of reliefl aneaning. Here was located as
well, according to primitive beliefs, the residerafethe soul and thengineof the

entire spectrum of spiritual, behavioral manifastat, or of human mobility.
2) Analytical cases
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Western and Mediterranean Europe

"Venus of Wilendorfis one of the most expressive feminine representst
in the entire history of primitive art, which becanm the meantime an emblematic
image of this period. The large stylistic variety this kind of representation is
emphasized as well by analyzing formal and expvesslements of the series of
figurines, made out of steatite, found at the BRlassi."Venus of Savignands an
example of approach of geometric visidiWenus of Sireuil"brings out a new
stylistic and formal solution, extremely syntheflawards the end of the aurignaco-
perigordian period, next to the many ronde-bossguss, relief-representations
appear, amongst which th&enus of Laussels the most important. Amid the same
motive - that of the Universal Mother, which, if vileink in terms of C.G. Jung,
could be considered the archetype of most wideaspasd most prestigious of some
long periods of obvious matriarchy — we discoveetcultural, artistically prints of
personalizedcivilization, true reading data banks, carrying #rdire cargo of the
areas whose artistically product they own. By mezfrbese representations we can
read and understand the spiritual variety and tréety of attitude, out of whose

great variety results the big unity in the artistieation plan on the universal level.
The Cyclades

Compared to the feminine increased volumes and akglicit sexual
characteristics of European productions, we mighsaer that here we find atypical
Mother Goddesses. The formal synthesis reached wbarg these figures, their
great expressiveness and power of suggestion amdsithplicity of processing,
recommended them to careful study, aesthetic asatysl constituted a source of
inspiration for so many artists of the late™1@entury and all throughout the 20
century.

This conceptual model, consisting in the reductanforms to simple

geometric volumes, culminating in variants of aer@eauty, which in my opinion
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represents the top of the Cycladic art of anthropminic representation, made by
modeling in clay and carving in marble, of the wéilkhe lyre singer” Harmonic
perfection and plastic structure are supportedchkyspatial-geometric achievements,
being the perfect illustration of the formal syrdise The great simplicity rigor of the
"tubing” represents the scaffold that subtly insinuatedfiisethe whole of the
composition. The stillness of Cycladic figurinesaae by modeling in clay or carved
in marble, stylistically and aesthetically setsnh@part from the many similar
productions of the prehistoric art and it is ofajrexpressiveness.

The peak of the synthesis of Cycladic anthropomiorpépresentations was
achieved by making the famous series of idols, whtmgso received perfectly
symmetrical forms of "violin", of rare harmonic h#g The Cycladic decorative-
synthetic concept culminates with the final elintioa of unnecessary descriptive
details that distracted the eye from the pure gahwelumes. This attitude in artistic
creation is a feature of creative maturity. Theoi®ry of these small statues was of
great fame; they became reference models for thef 26" century.

The Cyprus produces, in the context of Greek aation, important works
during the earlier centuries before Christian artegrating itself organically in the
ensemble of ancient art’s evolution. Here devemtpthie end of @ millennium bC a
civilization resulted from an interesting mixturé Anatolian and Syrian influences,
interfering with the Cretan and Mycenaean lateumfices. Small size idols, made in
terracotta, have simply modeled bodies, almostaitat with few details. Their torsos
have geometrically synthesized forms, the flattefigdrines being cut in large
curves following the outlines of its height. Theagght line appears only as a vertical
delimitation of the cylindrical legs, ending abryptwith the thin scratched
suggestion of fingers, like those of the upper BmWithin the forms, the artist has a
minimal intervention.

Mycenaean idols’ torsos do not clearly indicate thyge of the characters.
Some have the maximum width of the torso in theipekgion and is progressively
narrowing towards the neck and legs and seem ferbale figures. The strangeness
of these representations arises from the formatwdian of the bodies, extremely

simplified, or from the details of heads, dominabgdbeak-noses, by circular large,

17



prominent eyes and handles-like ears wearing lomsesive earrings compared to
the rest of the body. The execution of the feevyingi the impression of the
characters sitting on the tips of their summarkgtshed fingers, emphasizes the
strange atmosphere released by the entire repatieentAll these elements, which
seem to describe images of unworldly appearancil, avcomplete expressivity,

prove a productive, playful imagination of the stdiof this area.

Mesopotamia

A typological characteristic of the Sumerian femmiideal seems to be the
suppleness, opposed to almost entire female tyjsqgresented so far, which is
evidenced in Womari and "The Breastfeeding Scéner "The King and Queén
statues of great beauty.

The monumental field of human three-dimensionalpgatal representations
is dominated by the series Gudea’s representathdes;Sumerian uncrowned king,
admired and loved by its subjects and became a legend. All sculptural
representations are dedicated to his personaljodjzida. The canons of Gudea's
representation are respected, no matter the sityatie was immortalized standing
up or sitting on a throne without a back. The tlesoam specific plastic and symbolic
element, met as well in Egyptian statuary, lacksumptuosity when describing
modest officials approached and loved by their ettisj Idealized forms, large and
finished to shine, of the King Gudea representaBamphasize the finesse of the
model and the natural beauty of the work matefidkature characterizing the entire
neo-Sumerian art is to emphasis in a more proportiee ideal than real of
representation. In these sculptures are obsereadlylthe happy mixture of stylistic
perfection with the spiritual intensity transmittédafough the character. The works of

this period are mostly scenes or rituals of dewotio

First Babylonian Empire
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One of the most beautiful statues discovered indtohaeological site of
Mari and which decorated the Zimlin palace & Goddess who shares wéater
with a height of 149 cm, goddess of fertility an@akth (symbolized by water),
which is carved in white stone. The goddess’ halrich still retains traces of red
paint, is carefully braided. She bears a necklaitk 8ix rows of beads, symbolic
number in Babylonian numerology belief. The sedkstatuettes discovered at Mari
continues with the standing figure of Prinddi'llum”, beheaded by some unknown
whim or anger or by the simple passage of times Huulpture is a masterpiece
through its static, monumental composition, andulgh the detailed rendering of the

rich clothing, proper to important characters @& time.

Pre-Columbian Art

The central-American area presents one of theidiseland surprising
cultures belonging to the universal artistic patnmy, with over 2000 years old bC.
Archaeological sites such as those in Mexico (Laagd de Corzo, El Aborillo
Zacatenco), belonging to the olmec populations d@&s$, Palenque, La Venta-
Villahermosa, Tabasco and Veracruz-San Lorenzopwiat Plaza, Consuelo-San
Luis Potosi), regions of stylistic influence of tbémec art (Tatlico), of the Aztec
culture (Veracruz and Gulf of Mexico region), oétmixtec culture from the Oaxaca
region (Guerero, Chupicuar, Guanajuato and Chiapes)t to the Peruvian ones
which dominate the Central Andes (Tihuanaco andtddt) where at Chavin de
Huantar a true culture was born, culture naribd Chavin Horizonreveals a vast
artistic and objectively creation, diverse and dgegymbolic. The relief due to
intense volcanic activity, iron deposits generatingnique magnetism and climate
conditions have influenced the life of the entireaés populations: the behavior, the
physical stature, the facial expression, the charathe habits and beliefs, strongly
reflecting themselves on the specificity of thastid manifestations. It is very likely
that here originate the extreme magic rituals, sah¢hem involving the brutal

removal of vital organs and even human sacrifices.
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The concern for the human figure representationsmagor here as well.
Through the free and synthetic modeling, clumsfyrsit, using clays of great beauty,
the ritual statuettes’ anthropomorphism is tramseférto the vessels with ritual
character or of daily use. Also, through free muodglor carving in different
materials, clay, wood, stone of varieties extendipgo the semi-precious essences,
human representations and vessels are made, irde dunensional range: from
amulets to the monumental totemic representatibme.stylistic features common to
the entire area are: the special attention givethéohead representation with its
specific features, proven by its over-dimensionimgelation to the body (totemic
amulets, the giant heads from La Venta and Veracthe superficial representation
of the limbs or the decorativeness of the executféhwo-headed Woman",
"Adolescent”, "God Coatlicg:" They highlight the admirable realistic style fefv
olmec representationsgImec Child "," Olmec Fighter",” Seated Womahn "

We also note the multiple stylistic similaritiespnsisting in the way of
treating the surfaces or in the static and contetiye attitude, of the pre-Columbian
figurations, with those belonging to some geogreghy very distant cultures, as
Egypt, India, the Cyclades and Suni#&koman Seatedévokes the Egyptian Scribe
or Buddha’s representation$feenager"and"Man kneeling" reminding Sumerian
and Cycladic statuettes. Also the painted fragmeafs some statues or
anthropomorphic vesselsTwo-headed Woman"presents motives similar to even
the Cucuteni-Ariujd-Tripolje culture, well repreded on our territory.

Beyond its stylistic, conceptual, symbolic and imgic documentary value,
the pre-Columbian art has the great quality of ngngerved as a conceptual model to
the creation of some European artists starting it mid-18' century to the

present.

3. Subjective circumstances

Concerned in particular about the human figurehamie that has excelled

through its execution’s naturalism or through tmplementation of female and male
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morphological models and the achievement of widgiray and complex
compositions, ancient Greek sculpture was not, kewene of the departure points
in our approach. Greek artists have the great, aelauged contribution to have
deepened in a romantic-realistic way, up to théegéon of detail, the human body
representation and to have kept alive the conaarit. f

Regarding the personal research plan we have erdmas a transition zone
between the two periods established by us as nuggestive and full of innovative
events, the sculptural work, belonging to a trodbbeit productive period of the
Italian Renaissance, where he created, leavingelpgs traces Michelangelo
Buonarotti, a character of high and polyvalentstéidiand human valuéMadonna
della Scala"known as his first sculpture, allows the estalpisht of a bound
between Michelangelo and Bertoldo. It makes theneotion with the type of plastic
image that expresses devotion, created by Dondigtieelf, Bertoldo's master, style
which enjoyed great popularity at the end of thiedinth century. Under the
morphological aspect, the sculptor makes a dirggteal to the Donatello’s
"Madonna in the Cloudstaken as a reference point in terms of stremgtigethe
forms in the so-called style oélievo schiacciatprelief with a modeling of the flat
surface and highly nuanced. During the maturityqokand especially by the end of
his prolific creative activity, we meet a period sgdimentation, of simplifying and
synthesizing, characteristic to the peak of adistonception. This is the age of
achieving the large sculptural works, of so-calket of slavestranslated into
marble, of great force of expression and compaslicomplexity. Thenonfinito
character of the sculpture, between the momentebhitive pulling away, still
unfettered, close to the massive block of marhléwhose intention to exit in ronde-
bosse is obvious, it confers an aspect closer ¢otdpography of a pronounced
landscape or, sometimes, the high-relief. But orfeth®e most memorable
masterpieces of Michelangelo wé&Bieta", a remarkable achievement of his time,
representation of high artistic virtuosity of thargih Mary seated, holding the
lifeless body of Jesus in her grieving arnRieta" is, along with"David", through
the attention for detail, the finesse of carvingl,aiater, the perfection of finishing,

one of the most realistic sculptures of the itahaaster.
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Brancusi shows his vision on the novel, in the fhet he does not conceive the
novel, as a finding of anoriginal language, but as the retrieval of the originale Th
equivalence of the original for Brancusi meansrttarn to the original. The series
of variants and copies offhe Kis§, proposes a new approach of the human torso.
Brancusi’s Kiss' is the first case in the universal sculpture leérhe that opens a
whole range of variants. An innovative approachteédanot only in the ancient arts
(Indian, African, Mediterranean and pre-Columbiamjith which Brancusi had
contact; the figuration merges two entities, redgdhem to kernel-form purified of
branches and surface structures. The sculptor t@sethis essentiality by keeping
only the expressive elements, which put us in frein generic pair, irreducible
monolith, melted within the act. Synthetic and egsive, the idea of the kiss gains
shape, through the knowledge of the material’suestand their anonymous nature,
created by the artist. The series of variationthisf theme shows the great fervor of

technical and conceptual changes imposed by tlaiweeartist.

We find “The Kiss" inthe environmental concept of théHe Gate of the Kiss
synthesized to its essence, as repetitive ritusuge, subtly insinuated in frieze of
the picture rail, transferred to the supportingagtiérs. The ensemble is no less
expressive or charged with symbols than the figomat of Greek, Egyptian,
Sumerian, Indian or pre- Columbian art, being coremkon a profound and full of
deep meanings logic of the proportions, of the nemd§ constructive elements and
symbolic motives. The motives contained by Brarsusblumn and gate have
obvious correspondence with the ritual pillars #relwooden gates from Maramures
beyond their similarities with the Indian art (atupillars and imperial columns).
Brancusi’s sculpture is dominated as well by thhacture of the concept it is built
upon, by the image of the kissing theme representatwhose emblematic design
appears in all three approach€Bhe Kiss", "The Column of the Kisahd"The Gate
of the Kiss".On a more careful analysis, these three sculptaneesnodels of perfect
stylistic symbiosis, of three sculptural techniquesnde-bosse, bas-relief and
sgraffito. Brancusi used both sgraffito and bagfan his basic volumes achieved

in ronde-bosse, of these sculptures.
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The torso occupies a special place in the arps€sccupations for the forms of
the human body. Transposed into several dimensmnaiaterial variants and into
formal concepts, starting with the detailed anatamythe maximum essentiality,
these works are the natural consequence of an tewtdny trajectory towards the
formal synthesis.
Jean Arp realizes during his artistic evolution fagurations starting from the
classical genre to the extreme formal essentiahiyl great power of suggestion.
Brancusi's influence upon him is overwhelming aerdisive. The maturation period
of each one’s creation reveals, however, differpatsonalities. One of them,
philosophical, logical, calculated and, initialhglatively disadvantaged, has walked
each meter of his artistic path, the other onenated and boisterous, playful, very
sensitive, poetic and with an impressive work; oaeioneer opening roads, the

other one, a worthy and very prolific successor.

Arp's sculpture differs from the one of Brancusiitsysubtlety and flexibility, by
the great importance given to the hazard, by theemlayful spirit, by théTorsos”
voluptuous undulations or by the vital fluid of tH@rowings' which twirl and twist
like in a vegetal, white, soft, curly dance. Theols" are works of great conceptual
depth and technical level of achievement. The mamiai effect that Arp realizes
with great finesse by thinning the form towardsbiésis makes the objects, relatively
large and dimensionally impressive, to look lighted supple, even imponderable.
The series calletHuman concretions”is made up of formal processing developed
with great accuracy, by which Arp suggests humasgmces without reproducing
anatomic descriptive and recognizable shapes aunwed. The"Woman', "The
Pyrenees" torsos, the"Torso-Garbe| "Demetrd, "Coryphaeu$ "Dafne" are
materialization of this vision in which the puriiton of forms reaches the sublime,
the formal allusions being able to induce withowsatiption, obvious human

presences.

Giacometti is particularly concerned in the theniehoman place within his
reference system and the problem of the form ofdwifigure in its relation to the

space. The complex relationship between the humdrle space determines him,
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when his cubist “age” was over, to carry out durthg surrealist period as well
structures of scenographic character, dedicatetheomonumental, in which he
inserts human figures and symbol-objects with dagfunctionalities. This type of
approach is reflected in the serf€zages"and"Palaces" In Giacometti's sculpture,
“The Spoon Woman’highlights the best the synthetic-decorative iafloes of
African and Egyptian art. Cultural and artistic ageof the same continent, they
suggestively mark these pieces which, by the foramal precise synthesis of the
spatial cut out, the formal simplicity and theiteimic articulation suggests the
human presence. The silhouettes of great simpliekyremely synthetic, represent
symbolic images. Stylistically they detached themese from the other works of
Giacometti by blending the personal concept of thdtivated artist with the
expressive elements of a well preserved archaigtrieved and intelligently

processed into new and modern assembilies.

In the figurative representation to which he remadinfaithful, Giacometti
develops an attitude of anonymous spiritualizabbrcharacters. Dynamic or static,
Giacometti’s representations have a vitality thaat oot go unnoticed. An example in
this way are the characters composiiige Square caught in dynamic situations
characteristic to atmosphere of a snapshot takem small European square. The
only meaning that the human body has for Giacome#imely the one of exterior
symbol of an intangible subjectivity, carrier of amer void that can not be filled,
but only redeemed by a substantial symbol, provssirctlination towards the
existentialist philosophy. Giacometti’'s charactéesse no precedent in sculpture.
Filiform and immaterial as the evanescent expressib an emotion, they are,
beyond appearances or visual symbols, which, byateEnmalization, they materialize
the ineffable. They combine the dialogue with theonderability and the divine,
features given to the human being by the Creatidbhe man who walks"a true
representation of the idea of walkin@Quadriga", an archaic theme of great delicacy
as a spatial solution otMan collapsing, an extraordinary case of movement

suggestion, are among the most representative works
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The work "Woman Silhouette'ls illustrative for the subject of our research,
having all stylistic and conceptual data persopathie author, the expressive and
dynamic verve of the giacomettian models. Throughthe sculptor induces the
viewer the quiet and anonymous condition, the derstate of contemplation. The
torso is easily readable having pronounced anatdraelements defining of the under
the suggested transparency of a diaphanous drassesigh its originality, it has a
major influence over the 0century’s sculpture. The entire sculptural creatid
Giacometti, due to its profound humanistic messa&gelaimed as a departure point
for different orientations of modern and contempyprplastic. It constitutes, with
each reading, an encouragement for rethinking tiobl@m of spatiality and the

three-dimensional expressiveness of the torsaotin ar

The takeover of entire phrases of Brancusi's pbghg of form and then
applying them to his creation, Moore is a tirelesggker of formal synthesis in
sculpture. Human figure, in his vision, grows ofifams consisting in a continuous
plastic exchange between the rhythm and materedid® the works which, under
formal aspect, are close to a natural environmémbaation, we meet unexpected,
abstract configurations, free artistic productiartsch harmonically neighbors to the
city architecture. Moore made out a great numbemohumental works, in whose
transposing he made appeal to an entire range tafrima and sculptural techniques,
adapted to his dimensional and expressional iengmbodying in as many formal
variants the human body. His works, regardless hdirt vectorial-volumetric
configuration, of the number of components, of $ims or materials in which they
are transposed, they touch, when playfully, whegichly, the theme of the human
body or its elements. His assemblings with anatahtimted volumes, harmonic and
expressive, result from a prior and well understd@sociation of human figure’s

forms.

His works have as common denominator the harmdtecation of full-empty,
vertical-horizontal, curved-rectangular, solid-slibbeing conceived as parts of the
landscape. The volumetric dynamics of their spatidloffs evokes the image of the

mysterious and full of latent energies compositidthe cyclopean assemblies found

25



at Stonehenge (menhirs, dolmens and cromlechs)reéMaften resorts to the solution
of placing, in all his works consisting of signdiatly abstract-organic volumes, the
hand as a contrasting descriptive anatomic elenfentthat, through the mental
association process, to induce the viewer in a nmuairect way the human
composition. The great series of sculptuif@gure at rest”, has much in common to
the drawingsLondon’s shelters"which, by their agglomerated compositions, would

also require a high vectorial tension that induc@soper dynamics.

Alberto Viani firmly declares starting with the beging of his artistic activity
the refusal of the figurative representation oflitgaconstantly experimenting the
tendency towards simplification, towards the reatl anatural affirmation of the
volume in space, through a clean and obvious gegroétforms. He knew how to
analytically investigate, always looking in the rexbhely wide and always renewed
phenomenology of form, beyond any confusion, diegrar denial of value, the
ideal and the archetypal image of man, afterwantlg €xplored in his relationship
to the time and the complete existence of beirge artist manages to evoke the
torso, taking to the limit with parsimonious elegarnthe spatial deployment, the
volumetric reduction of its form and volume, opargtwith formal allusions with
the aspect of a flexible membrane, which finely rets the tectonic protrusions,
defining through few elements the proposed forms Horsos offer spatial
configurations of great sensitivity and depth, geefect polishing of surfaces and
their soft ellipsoidal flow distinguishing the femme silhouette from the masculine
one. Next to the works Brancusi’'s, Arp, GiacconmtiMoore, Viani significantly
participated on his turn to the process of changihthe entire vision of the Italian
superior artistic education, contributing to itsngeal revitalization, starting from

sculpture, due to his dual position, of teacher antidt.

Mitoraj's creation is marked by the classical styemarned during his studies in
Cracovia and later on in Paris. He adopts in sauptas he does in painting this
work style, but with ideational and imaging referes to the immortal beauty of
ancient Greek and Roman sculpture. He uses asfiarermf plastic instrument the

impressive over sizing of the works, method thkdved him to tear out the aesthetic
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effect of the overwhelming fascination. Fragmerfthieman bodies, mostly torsos,
are plastically elaborated so that, at the enditings;, present a perfect mimicry of the
wear off due to the passage of time by corrosion,nfietals, or by erosion and
accidental, mechanic breaks, for marble and stdhas it is induced to the public

the illusion of reading antique statuary, barelyoreered by the archeology.

A plastic solution of great visual impact and prafd symbolic content, to which
the artist frequently resorts, is the insertionsofall heads or anonymous busts of
ancient characters, in the bodies’ edifice. They placed in openings similar to
niches, alcoves or windows. This way, he makedfacmntly transparent allusion to
the idea of the body-home, intimate citadel whéee Human soul finds safety. The
superposition of sculpture and its association rtcaechitectural element of great
simplicity, the lunette or the tower of a buildisguated in the background, with
appropriate chromatic, highlights once again themé of the "body-home", a
common approach in the sculptor’'s work. Interatfivihe process by which the
public is challenged to an effective participatisgrking together on modifying or
creating with its help of some determinant mutatian the expression or the
message or the work, it is meant to attract and apeways to the understanding the
message of the modern artistic language. Directnwanication with the public has
become an important component of contemporaryttaxdugh which he receives the
key message of the work, regardless the field,ctiireuntreated by criticism or
artistic chronic. It is the mean by which the drtian transmit to the public through
his work with interactive valences, the intentiordahe message, as in face to face
dialogue. The sculptor’'s originality, who works kitraditional means, consists in
that of operating at an impressive dimensional l|eeppealing to extremely
expressive and suggestive fragments of the humdwy &od, especially, in that that

he proposes their spectacular locations in urbeasaharmonically matching them.

Antony Gormley's sculptural creation is clearlyiuginced by modernist theories.
In his studio in London he elaborates conceptudl &ffective, sculptural objects or
installations with direct reference to the humaryboHe uses with imagination

various techniques and materials, ranging from headnetals in different alloys,
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from terracotta and other varieties of clay, tooxered materials or objects, from
which he realizes original assemblies, the "olfjetsvées” kind. From these objects,
inspired speculating their expressivity and usimgnt as construction units- "bricks"
— he composes human forms of various sizes, gaftom the natural size to
monumental ones, asTHe WasteMan”. The knowledge of anthropology and
archeology accumulated previously his sculptureliety but as well the Buddhist
religious precepts were employed with a sole puwpos$ representing the human
body. During the maturity period of his creatiom lises more rarely the classical
techniques of materials modeling, replacing therthwiastings and metal welds,
through which he performs spatial assemblies fradivarse range of metal objects,
spheres, prisms, rods, rings, wires, in order wigiehuman diaphanous illusions,
apparently non-volumetric, following with great peverance his objective of
creating anonymous, devoid of identity figures ailtiouettes. With this kind of
materials he reaches his purpose in a very origiveat, composing this kind of
anonymous figurations, bare bodies, transparentlightl these"everymen"as he

calls them, generic human characters.

The English artist follows a logical of constructjof assembling of the artistic
edifice; he builds his work module out of modulel® modularly builds the human
body through groups of resembling elements, waratls, prisms, spheres, nails or
any other possible repetitive, modular object. Thermis great compositions he uses
as module this new element. The module built ia taise, the human body, becomes
work unit through which Gormley reshapes spacemadter its nature. The artist
creates his sculptures not only as simple humamebptut as forms that build and
reshape themselves the space.

Capter V. Personal projects of plastic investigabn

1) Object-figurative collages

The on setting premise for the accomplishment isf shite of plastic images

was the relationship between the creator and hik,weflected through a pregnant
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transfer of expressive, formal or dimensional natata belonging to the creator, to

both functional objects and to the world of symbalbjects created by him.

We notice that, beyond sizes or proportions, theesaof many elements and
areas of traditional housing are identical to thosbuman body, caused by factors
related to the use, shape or location. The transfektended also to the functional
objects which populate the human habitat. Wordb sischead,forehead, ears, eyes,
mouth, lip, neck, shoulder, arm, body, spine, ¢haslty, waist, back, leg, fooand
which define anatomical regions or elements, inrthechaic or actual linguistic
form, are found with great frequency in the composiof the house or the objects
that decorates it. The cycle of images | presentplves this imaginary joining,
setting the man face to face with the handcraftegead and emphasizes the
permanence of the correspondence of size, shapebodyand name, existing
between these two poles of human universe. Theiajections of the objective
world, evocative of some human presences, or grojecof the human, evocative of

a possible objective presence, in a bipolar plaghgdroach.

The myth of Icarus appears in this cycle of two kgoin different hypostasis.
The first figure is female. Static and monumen&immetric, symbolizing the
stillness beyond human and expressing the indibputdending of man and divinity
and his aspirations of entering its meanings. Rictdepicting "Lady Icarus”
expresses the hieratic air that human figure aequin the moment of its
transfiguration due to the contact with the diviide work"Icarus”, then, depicts
the man who, out of his desire of approaching dliyjrdares to put into practice the
same aspiration as his lady, the flight, an agpmanan was born witiTiara" as an
item of clothing specific to religious ceremony,sha symbolic charge of great
spiritual intensity, through both monumentality avmlumetric amplitude, through
the beauty of the cuttings of the open form, somesi aggressive, but not noisy, and
through the immediate mental association with adivpresence, so deeply entered

into the human consciousness.

2) Man, wood and stone
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It is a project built, as a concept, on the briggia actuality of personalities
from two different worlds, real and mythical-rebgis. The first tandem of
characters,"Adant’ and "Moses" are symbolic figures of great spiritual value,
anchored in the human consciousness by the bibkaatings. "Plato” and
"Aristotle" is the second tandem of personalities, with exaeat intellectual and

visionary capabilities, belonging to the classpaliod of philosophy and science.

The second set of images was born through theaspainstruction of some
allegorical scenes, evoking uplifting and gloriass not seldom, odious and somber
moments of the human history. Scenes [iKée Coronation"and “The Pyre”,
evoke laic or inquisitorial-religious rituals thatarked human consciousness, and
some others are images inspired by the controvdifsiaf "Moses', being figured in
allegories such as those entitlé Memoriam”, "The Orator 8r " The Cortege ."In
achieving theseharacter-objectswe chose the stone as work element, precisely for
its connotations aiming the stability, the weigiht eternity or the quality of silent
witness of the entire evolution of the terrestiiaiverse, whose beneficiary, ever
since the creation, is the man. The second worlemaats the veneer. Opposite to
stone firstly as semantic load and connotationthad as materiality and expression,
the wood, respectively the veneer, brings in thesoaiation the light, mobile,

ephemeral, mortal part and with a special dynarhrn@amorphosing.

Throughout this series of representations we avEgtfollowed and exploited
the expression of matter. The fragile flexibiliti/\v@eneer strips of different essences
that compose the spatial deployments, related éoctitomatic game of intrusions
which appears on the very stable stone cylindersshmmore concrete, but with a
warm materiality, confers a benefic addition of myeto the representations’
expressiveness. Amongst these is the compositidre Cortege' The torso’s
representation in this series is of maximum syngheadjacent elements of the
characters’ bodies being induced by those minimggestions of the inferior limbs,
which raises the figuration off the supporting agd, substantially reducing its

weight.
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3) Eve

The third personal project, generically call&g/e”, is related more directly and
more obviously to the human torso. | conducteduiirdy 2001-2002 and it consists
in the transposing on the plan, on drawing papsingugraphical techniques, and
then using the combined techniques of coloringempera, gouache and pastel
crayons. The series consists of fourteen diverpeesentations, having the same
sizes, in which the working techniques are comhirsedthat each image shows a

different way to achieve the same generic thenhes df the feminine torso.

Light and diaphanous or carnal torsos, voluptuoutsteeated up, they are placed
in not very complex compositional situations, tiekly static, ideal for hiring an
entire arsenal of mixed techniques of applyingdbler, from the classic ones, well-
known, to the diverse and very personal combinatidihe manner of realization
includes the whole range possible, from the quioet etense gesture of living the
moment, to the technical, pondered application, tleé successive chromatic
overlapping , with different materials and instrurtse always seeking the expression
of the image ensemble. The spatial-volumetric sstgge of these representations,
the chromatic games and the tonal ones relievinignvetry and tectonics are
designed so that they emphasize the three-dimeaisspatial expression. From the
discrete wash-painting, describing silhouettes ims@@ in the mystery of a fine
steam, to the most carefully described or very pete¢ evoking-like the carvings in
consistent materials, the suite of feminine characeéxpresses an endless variety of

feelings on tonalities and ranges equally diverse.
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