Cristiano Tassinari

The work of Cristiano Tassinari is characterized by a heteronomy of means: the artist constructs a
complex network of relations in which images are set in circulation through heterogeneous media
and devices — from painting to sculpture, to neon and the readymade — giving rise to an open
system of cross-references and slippages.

This heteronomy of means is not, however, a purely material or technical fact; it directly affects the
way in which the image functions as a sign.! In this sense, Tassinari's images do not present
themselves as stable or self-sufficient entities, but rather as mobile signs whose value and function
shift in relation to the medium that receives them. The medium does not merely convey the image;
it determines its regime of signification, shaping the relationship between representation, referent,
and viewer.?

When analysed individually from a semiotic standpoint, the various media activated by the artist
display distinct modes of operation. The painting functions primarily as an iconic sign — and partly
as a symbolic one?> — apparently drawing on its primary function of resemblance, that is, on the
mimesis that refers to a referent in reality according to a visual code historically rooted in the
Western tradition of Greco-Roman origin. Such resemblance is, however, problematic and never
neutral, being a cultural construction.” The iconic valence of the image is heightened by the
isolation of the subject: an ornamental object or a garden sculpture set against an unstable
background composed of overlapping, crumbling, and fragile pictorial layers, in which painting
manifests itself as such, in an openly self-reflexive dimension. Within these dialectical images there
coexist, in equal measure, "transparency"” — understood as reference to the referent — and the

declaration of the material and symbolic conditions of representation.’

The sculptures, too, articulate different sign codes. On the one hand, the modelled works, often
made in raw clay — an extremely malleable material — operate predominantly in an iconic sense,
establishing a mimetic relation between the parts and the overall form. On the other hand, casts
taken from architectural or decorative details function instead as indexical signs, grounded in a

physical and causal relationship with the model.°

To these are added the readymades and the neons, which introduce further semantic displacements.
The readymades are pre-existing objects, removed from their context of use and re-inscribed in the
exhibition space; the neons, by contrast, translate an already-given image into pure luminous
emission, reproducing it "as it is" in the form of a visual signal. This strategy is not new in
Tassinari's practice: in earlier works on styrofoam, the artist had already employed pre-constituted
images drawn from the world of advertising and animation — which functioned as visual
readymades, activating a short circuit between recognisability and estrangement.” Images, in this
way, enter a circuit of relations, exchanges, and cross-references that reflects the plurality of visual

and symbolic codes through which, on a daily basis, we see and interpret the world.®

This relational logic emerges with particular clarity in the artist's books — sites of montage and
reshuffling in which works are rethought in sequential and relational form. Photography also
appears here, sometimes in the form of pure monochromes which, according to the captions, refer to
the variations of daylight: a further device for encoding the real® — once again indexical in nature!°
— that shifts attention from the representation of an object to the recording of a perceptual
condition.

Finally, a central role is played by the Displayers — self-supporting, transparent grid structures —
through which space is seen and fragmented into a lattice (not present in the exhibition). The very
term fo display refers to the act of showing, but here it takes on a reflexive value: the displayers



"show the exhibition", making visible the devices of display and activating a meta-visual game. In
this sense, Tassinari invites the audience to pay attention to the clues — often subtle and ironic —
of a critique of the contemporary image and its uses: a critique that is not expressed through frontal
declarations, but as a shrewd exercise in displacement, unmasking, and the putting-into-tension of
signs.

Returning to the exhibition and completing the visual and symbolic short circuit it enacts, it is
significant to note the presence of sheets containing brief texts by the artist, which clarify the
meaning of certain works. In Tassinari's practice, words thus stand alongside images, contributing to
the construction of an atmosphere and an interpretive framework, while remaining external to the
works themselves — which never take on a narrative form in the strict sense. The narrative,
therefore, is not incorporated into the images, but accompanies them, acting as a lateral device of
orientation and meaning.

The exhibition gathers elements from three previous shows by the artist 55m? Is our home! (Museo
MAR, Ravenna, 2016) is evoked by the neon Africanella, which refers to Italy's colonial past
through the reprise — already in its title — of a fascist and sexist song from 1935. Mother's Bliss
(Ncontemporary, Milan, 2019) is dedicated to the cultural imaginary of the mother, evoked through
pictorial images of memorabilia — representations and symbols that, as the artist states, are also the
genetic heritage of the generation born in the wake of the Second World War. Finally, Masquerade
(Museo MAMA, Lissone, 2019) develops the concept of the "white standard", drawn from an
article in the American magazine Newsweek on the ethnic identity of Italians: an intrinsically racist
formula articulated through heterogeneous signs — sculptures, readymades, casts — capable of
making visible the logics, codes, and narratives that contribute to the construction of national
identity.

Further enriching the exhibition are a painting depicting a garden sculpture, strongly connected to
the dimension of the cliché, and the work Philarmonie (1963—2025), which reproduces an
architectural detail of the Berlin Philharmonie designed by Hans Scharoun. Isolated in space, the
architectural fragment acquires the status of a monument and, almost ritually, of a sacralised object
— an effect heightened by the final covering in gold leaf over a stainless-steel core. The
architecture, born in the context of the Cold War, is thus charged with an ideological valence,
conveying the idea of a cultural — and therefore moral — superiority of West Germany, taken as a
symbol of democratic freedom in opposition to the Soviet bloc.

In the artist's work, finally, autobiographical, historical, and political narratives enter into friction,
producing positions that do not take the form of direct denunciation, but rather the more effective
form of unmasking: an inquiry into the mechanisms through which images, symbols, and events
operate silently as devices of power and meaning.
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