This is not about assuming, o madel 1o pass on to others: of preachimg the truth, the artist is a free man.
who frees things and (caches others how 1o lice then. how to discover. The artist ftees those things which
have not yet been ficed, otherwise there wounld be no point.  Certainly the modcl. the models. the
experiences of the others are by now assimilated as intrinsic conditions necessary to live and work in an
knowledgeable way. In such i way different models have put themselves forward again and again
according to alternating fortuncs, 'I'he ratonality of Cartesian thought, the utopia of being avle to classily
reality according to clcar and distinct ideas has been unhinged by the Dada and Surrealist Avantguard
which reshulfTicd the cards. rediscovering and contaminating different piancs of rcality, On the other hand.
the other half of the Avaniguard at the beginning of’ the century has reproposcd the positive schematic
uiopia, trusiing in a real appropriation and transionation of reatity. Afler the hell of war, in Europe. as
i Ametica and Japan, o passiviaic and tonntic eapeticnee of ant had the undispuicd upper hand. and
which by now belongs 0 oui iniclicciual and cinotional history, But then everytliing changed. once moic
Neoconstructivisin and. on the other front, the apothcosis of the idea. taken to the coldest conclusions of
wl ke into consideration  the work of a few Arte Povera

ct intensely physical. like Merz or
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i ace. passionately idcalist and y
speriences. these medels and others before them have brought us to this peint. Now
esheld of a third millenium, in an cpoch of crisis. overturned and disconcerted by
an upheaval in the economy. in politics | destabilized socially. we live in an epoch perhaps comparable (o
that of the aftermath ol the Second World War: the challenge is to adapt. or ¢lse ta roll up one's sleeves
and rebuild a new existential and artistic identity. Now more than cver before the need is to free things.
to discover reality. to enter into and make a mark on reality.
This is the new kind of work that Salvatore Falci has been carrying on for over ten years. having begun
when the emergency was not so compelling.  The poctic in the work of Falci can hide. to a distracted
glance. its crashing force. But the incisiveness of his work is very clear. The project is o obscrve
reality.to enlarge macroscopically nmicroscopic situations, apparcently insignificant. which usually go
unnoticed. And it 1s here that the penctratung viewpoint of the artist comes in.  The most appropriate
cxample is paradoxical. because it scems that in which human participation has been almost nullified, it
is made up of surfaces of dust. i“aici observes and records the ruthless and perpetual depositing of dust on
surfaces. He observes the way in which it faiis. the obstacles which deviate its falling, for exampic an
object on a tabie. As the observiation proceeds a whole world reveals iiscil, the dust carrics wiil it signs
of the place in which it is. of the time. of the scasoi. of tic year. of the human presence which left a tace,
maybe by placing an object on 4 table or creating an air curreni. Then one begins to observe a process of
causc and clfect. Thicn this panc covered in dust will icll a slory. a microscopic story. but just as important
as other storics. this just as all the others born from an interaction between the differen! cleinents,
generated by a movement of the universe to which everything belongs. This inexorable falling of dust i
not semething little, on the contrary it carrics with it the history of the universe, But it is not everything.
We would like to point attention to the method of the arlist. A rigourous almost scientific way of
approaching the work. which however brings a great respeet for chance, admitting that it exists, and to
the naturalness, above all this. of the events. A method which is not a technique, but is the work itsclf,
and a way of living. a way of (recing things. a way of discovering reality. It is here that one finds the
strength of the work, putting itself forward as a vital and urgent force. as a way of incising and
transforming reality. not according (o a model but according to a choice of life, of the artist and of man. It
is the proposition of a scheme, of art as a scheme, in the world. Until today, considering Falci's work, the
contemplative aspect has been insisted upon. which is without doubt important, but even more important
is the strong determined encrgy of his activitics. Therefore, when one gocs back and follows the process
from the beginning. onc gathers (he global lorce ol the whole range ol the work. The action, which
cousists of choosing the place (o be observed, the methpd of observation and recording and formalisation,
is an indispensabic moment, it must be such that the work can continue to live alone and to activate other
interactions. The formaiisation, tic object. is a fundamental part of Falci's work. But which form? The
form that takes shape in a natural way from the interaction of the cvenis, which is of necessity that
particular way and could not be otherwise. In tlie Polverc {dust) for example, the paticrn that defines itsclf
on the glass is that created by the chance/cause of the falling of the dust. It would be absurd to look for an
acsthetic, nothing is further from the actions of Falci. The beauty of the work of Salvatore Falci consists
in knowing how to capturc the flecting moment, which has neither time or place, because it is present,
past and future. and in that moment, like Faust. possesses and gives form to the beauty which can only be

cosmic.
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(records notes theory artistic research salvatore falci)

What kind of things happen in the world as people go about their daily lives and unavoidably come into
contact with various things and situations?

1. We do certain things deliberately in order to fulfill certain aims and these are often quite conventional.
2. As we do this, we set in motion a process of other things that happen as well, usually these are
secondary and unconsidered, they go unnoticed and often are invisible.

The aim of my research is to surpass objects, to surpass subjects. to visualise these "OTHER THINGS" in
an "OTHER" way. a way that is to be found in this very daily contact....so. what?

In order not to be distracted from my chosen path, I established certain principles of verification, for all
my experiments to substantiate, keeping in mind the fact that these might well need altering depending
on the results of my experiments.

1. When materials leave the studio to be placed in determined situations they must have a neutral
appearance, with no aesthetic value whatsoever.

2. The results of these experiments must not be determined by any action carried out by:
- only a single person.

- only natural or social factors.

- or only by myself.

It is 1983, we have (Fontana, Modica and I) finished the experiment "sosta 15 minuti" (15 minutes
stop/rest). We arranged 5 wooden coloured chairs (white. black. yellow, red, and blue) in Populonia (in
Tuscany, the province of Livorno) and observed how people used and reacted to them. The next stage. in
order to confirm the results of the experiment, was to put them outside the gates of the entrance to the
public gardens used during the Venice Biennale, at the 1984 inauguration ceremony. The label on the
base of the chairs “sosta 15 minuti", invited the passers by to sit down and rest, but the fact that the chairs
were coloured and labetted meant that they also became objects of contemplation. The results of this
experimemt were documented on slides and three graphs (sitkscreened on glass) demonstrating the
various lengths of time that people chose to rest , and the choice of colours. ...so what next?

How has this experiment contributed to my unerstanding of these "OTHER THINGS"? What have I
understood from this? It's true, neither only one person. nor only one factor. nor only ourselves have
determined the results. But the chairs (the cause) and the graphs (the effect) are separate and nobody looks
at the graphs, everybody wanis the chairs, the objects. We haven't yet truly found this "OTHER". But the
ground is fertile because this type of natural interaction allows one to perceive a lot of things. The people
didn't just sit down, they didn't just contemplate the chairs, the human being is not an automaton that only
carries out functional activities! [ must find a way to materialize and highlight this "other"! I must bring
cause and effect closer together! I must distance myself from the object, since when it is there, it takes the
lion's share. and this "OTHER" can only be perceived intuitively.

I want to start up a "metropolitan conversation”. I have often seen 'strangers' responding to indirect
messages, in toilets, in telephone boxes. on walls and benches. It has to do with penetrating this
communication and stimulating responses. [ prepare a sticker with "PULITO SI PUQ" ( Clean is
possible) printed on it and a tracing of a street map, and paired it up with it's printed negative. Lets find
out which stimulus brings the most direct responses. The possibilities are many, they might scratch away
part of the image with their nails, they might respond to the written message, or play around with the
images of the streets, lets look and find out! I stick 400 of these up in places where one would expect
these things to happen and I wait, at intervals checking how these responses were coming along. [ alrcady
feel that something is not right, the night that we stick the stickers up everything goes wrong, there's a
tense and heavy atmosphere, we run into those employed to stick up political campaign posters... maybe



i's the wrong moment. maybe it's the people I'm with or maybe it's my own uncertainty! 'l only know
allerwards, thercfore I must go on. Somconce standing beside me. sceing my perplexity asks:

- what right have you got (o provoke pcople? As [ reflect on this comment [ wait for the responscs. Alfler
three days the actions start to be definitive and [ notice that the freshest responses arc those on the black
part of the sticker ncar (he margin, doodles, marks,. uaines written by scratching away the black ink
silkscreened on white, with keys or nails (Luckily the surlace of the sticker was plastic so the ink hadn't
adhered properly!) So, not only did | not have the right to provoke people but it went aginst my aims,
stimulating meant receiving reactions. nol ACTIONS. It would be much better to colicct actions by
piacing a neutrai surface underncath actions that peopic would do naturally!

It's 1984, everything scems clear but it must be verified. 1 must work by subtraction, no stimulus, thesc
exist in nature, in eyery man, in every environment. Lets use that which is already there! Many people
distractedly fiddle away at tables. but how exactly? Is a pub the same as a station? And what happens in a
school? Lets try it out! I take some sheets of glass and 1 paint them uniformly black and I put them on
top of public tables, as I had found out from the the plastic stickers, the paint does not adhere perfectly and
therefore it will record any markings and signs of wear. In deciding the right time to remove the glass
from the public tables - and conscquently , judging them to be finished - I want to avoid behaving in an
arbitrary manner. Thercfore there are two possibilities: either I decide on a standard exposure time or [
could definc the moment in which the glass is compictely saturated with actions. The first experiments
show how every environmenl has ii's own time and, how the actions-of-the public follow a movemeni
similar to that described by the curve of the cycle of isicresis. 1t is therefore possibie to detect, as soon as
the interventions begin 1o follow one after another in a very slow rythm, the saturation point of the glass,
and act accordingly. I must however note that the shects of glass removed from clementary school classcs
1a, 2a, and 3a constitulc an cxception to the rule: in these cascs, once the saturation point is reached, the
curve of saturation docs not represent a platcau but a small vertical which concludes, after a few hours,
when all the paint has been removed. Once the sheet of glass is finished, without any further
manipulation on my part . 1 do something which I deem necessary, 1 exhibit it back to front, ic turned by
180°, If I weren't to do this, attention would be focused on the content of the words written on the glass,
by turning it back to front 1 put off the process of translating the content for a few moments. thereby
giving importance to the graphic aspect. It is 1985. 1 am satisfied, the sheets which come out of the
studio are completely black slabs. at most, any aesthetic reference one could make would be to the tops of
bars or desks, the determiner of the results is the environment made up of different people and situations.
The type of marks left by people standing, as one can sec on the glass called "STAZONE" (Station) for
example, are different from thosc Ieft by people sitting down, as on the glass called "PUB". But the
experiment wasn't conceived with the idca of [inalising thesc things, it interests me only because it cnables

me to find out how interaction works.

It is 1986 and there is a factor which forces me to carry on, writing has its own meaning therefore 1 have
to turn everything back to front by 180 degrees. Yet another thought flashes across my mind: there are
four arts and isn't the point of contact between us and our world underncath our feet? That is where I
must search! I must abandon the glass, nobody would put a sheet of glass on the street, and furthermore I
won't have 1o turn things upside down, sheets of masonite are perfect, light, rigid and thin, the same sort
of material that someone would use on the street.  Now 1 liave to find a way to make the paint removable
and unfortunatcly my previous expericnces don't help. It is casy to writc about now but I spend months
finding the solution-in a light layer of wax before painting the boards black. Iam ready! I watch as the
black boards leave the studio, they arc even morce ugly than the sheets of glass, to top it all the people who
drop in at the studio ask if we arc doing carpentry! The esthetic value is practically zero! I put the boards
in various places of a similar type to the ones already investigated, a station , a bar, an arcade, a telephone
booth, an clementary school cic. As in the sheets of glass [ don't want to collect prints of marks except for
those undulating oncs that we make when we are talking on the telephone, small nervous scratches when
we are in the lift, sharp heclmarks when we are talking briefly in groups in the arcade, crude marks madc
by the chairs when we get up from a table... When I take a floor away and I put it on the wall it becomes
something else, but at the same time it is still a floor, it doesn't SEEM a floor, IT IS ONE! And it tells the
story of the life of that place without becoming something that was recuperated because before it wasn't



there. but neither is it & momentary creation that | only rendered visible. | must however be carclul. if I
carry on it would be easy 1o fall into recuperating things. maybe it is time to add more verification points
to the preceding (wo!.. Now lets recapitulate

It is 1988. in five years | have done (wo works. it isn't much but the problems to be resolved arc many and
not all my thoughts arc clear, One should go back over onc's idcas often. morcover I might deviate from ”
what am [ looking for " to "how do | go about getting this formal result?” That would be terrible! [ is the

biggest danger, and [ would never find thus "other”. 1 therelore add two more principles ol verilication,
Recapitulating:

1. No csthetic valuc belore the interaction

2. The determining [actor ol the results must be relative 1o the intcraction.

3. The project must stem from the desire to visualize an every day action and not to malerializr a visual
cilect that I already knew about or that | had found.

4. Looking at "what already exists” which we find in cveryday life. as a starting point for the the project.
and gathering from it. not the formal aspect. but the imprisoned energy just waiting to show itself.

I feel strange. since | have been doing these zooms on cvery day actions 1 am losing a more general view
of things! 1 would like to scc how a city movcs. a vast territory...I feel the need to zoom back in time, (o
no longer look at the rays of a star. but at all the constellations! We arc in Venice, I am looking down
from a bridge and I see some soap bubbles coming out of a refuse pipe as they float around in the water.
They float slowly according to the movement of the tides but then a motorboat comes along with a whole
load of tourists on board and disrupts this order. The urban movements in Venice are different, the strects
arc made of water and peopic move around in boats. Not only this but, in this context I can visualize the
interaction between the human clement and (he natural cnvironment of a whole city. [ prepare 2000 swall
wooden tiles, 400 of cach colour ( the same three primarics plus the two non-colours), I study the Lides in
order to find the neutral point between the high and the low tide and [ throw the packets of tiles, divided
up into colours, from the bauk of the Gardens. As soon as 1 abandon them to the waves, they move slowly
towards the middlc of the canal. a vaporctto gocs by. the blue packet breaks open, it forms a rose of colour,
immediately afierwards the red packet breaks open, they begin to mix together and every time a craft gocs
by a few tiles are thrown into the rose of another colour while the natural flow of the canal carrics them
ofl all together. After an hour they have all disappeared out of sight, I.can follow them only with my
thoughts... The next day the sccond phasc begins. Together with a boatman and a nautical map we scout
all the canals looking for the tiles. Where will they have ended up? How many will have mixed in with
cach other? How many will let themselves be found? T will know only after the scarchl For a week we
navigate the lagoon and every colony found is given the name of the place, "Fondamenta S. Elisabetta",
"Giudecca”, "S. Marco”...1 find 25 colonics. all varicgated, the shuffling that they have received from the
city is incredible, on the other hand if 1 were to zoom in on 10 squarc meters I would find 2 Japanese
people. 1 German, 2 Americans. | Italian etc. If I had done this 400 years ago the colonics of tiles would
have been for the most part monochromatic. and the zoom of 10 squarc mcters would have contained 9

Venetians and maybe 1 Chinese person. the potter!

[ must formalize the results. It is 1988, the operation of zooming back in time is finished, before
formalizing I must let everything scttle. this type of result is different from the usual ones, it can't be taken
as it is and exhibited. but ncither do I want to manipulate it! Lets wait until we have understood a little

better!

Lets go back to watching dircct actions! It is time to watch other types of actions. we don't only leave
marks when we walk, but also when we lean on things, when we sleep, when we lie dawn to relax on a
palliasse we move our whole body according to how we feel ', according what we're doing in certain



places. according to our soctal relationships... Usually mattresses and armchairs go back into shape after
having been used. and the only thing that tells us about their use is their age. [ must invent a mattress
which doesn't 0 back into shape. capable of recording all the actions which it receives!

Lets look for the materials! ' immediately think of the fidelity of the recording, 1 need a sensitive material
but it can't be delicate. soft but capabic of becoming hard after it has been used... .I buy kilos of plaster.
clay, plasticine. they are quite faithful but we're not there yet. In this way the last actions annul the
previous ones. the last action deternunes the whole result. the second principle: ‘THE DETERMINER OF
THE RESULT MUST NOT BE RELATIVE TO ONLY ONE ACTION: NOR ONLY BY ONE SINGLE
PERSON.... 1sn't being respected. these materials are no good!

I know what docsn't work. and that is alrcady quite something. Surcly the right material exists, but
stubbornly scarching it oul could bring me to spend a whole load of moncy that I don't have! Instcad of
scarching. I have to concentrate on recognising it when I meet it. The Venice tile operation and the
mattresses seem 1o be progressing parallel to cach other, O.K. Lets alternate! 1 have 25 conlonies. Venice
restored them to me divided up and grouped like this, this must be respected and therefore presented like
this. But how? In rows, in order, in piles? Each waywould be arbitrary. The only way is to present them
in moving water with no predestined position. but separated into 23 tanks. But-how big should every tank
be? IU's simple, how big is tie surface of every colony-at-the beginning of the operation? 400 tiles, Scim by
5cm, would add up 1o a fotal of I square meter. How-high-should they be? The minimum height in order
for them 10 foat above the waler puwmp, 7 . of water, 10 ¢m of tank. Out of whal uaierial should they
be made? Transparcut. because any other colour would be arbitrary, glass sincce it is as natural as the
wooden tiles and the lagoons of Venice. Some tiles have been lost, they will lose their colour, they will
disintcgrate and becowme part of the natural circuit, but in the tanks we refer to them as well since it is
their empty space which allows the present ones to move about.

It is already 1989, but the cxhibition is ready! Just as I was talking to some fricnds about this and other
works I scc a person playing with a picce of synthetic sponge used for flower arranging. I recognise it.
ask for a picce, I poke it and I am given confirmation that this is the right matcrial! So sensitive as 10
register even fingerprints. soltly mallcable but rigid and above all it allows for actions to add to cach
other, onc after another, onc on top of another, but it doesn't nullify the previous one. There is another
problem to be solved. How do | imutate these beds or sofas in the environment? 1 spend a lot of time tn
these places and watch. a bar . a beach, a gymn. Where would the owners put them? What colours are
(heir counterparts? 1 must get this information in such a-way that 1 do not alter the ambicnee, so I chivose
biue for ihe gymn, black and white for the bar, ycilow for the coast and red, the same colour as the night
lights, for the garcomuicre where clandestine couples go 10 make love. Afler theis interaction, "I Chauge
the sheets”, 1 rcinove the maicrial and spray threc microns of powdered matcrial which covers the
mattresses without changing the imprints made, clearly the same colour used when I put them in their
cuvironments. The problcius arc solved, soon the other exhibition will be ready, 1 can present them
together, they are. after all two complementary aspects of interaction.

Due to the work in Venice a new prospective for rescarch had opened up, 1 want to continue in parrallel
investigating realitics visible both to the microscope and the telescope. There are also some actions that ,
done today. will have an effect only after some time has passed, or elsc actions which will show cffects
only in the moment when they meet reacting clements. 1 prepare 100 ping pong balls in the five colours, 1
throw them in the river and in the evening I go back to collect the balls that have remained imprisoned in
plastic bags, amongst brushwood, trapped by landslides. 1 call this “Effetto lago" (Lake effect). 1 then
prepare cight hundred balls, just like the others and, differentiating their departure time by an hour, I
tiirow four hundred from (ke source and four hundred from the-previous place where there are reluse
pipes, landslides, deviations, dredging places...all actious and interventions which do not apparently stop
the flow of the river. So. of the four lundred which followed the natural flow, upsirean of (he
intervention of man, I found 270, of the four hundred of the sccond lot, only 75. During the tests I had



noted that a lot depended on the make-up of the foating object, if it was too light it reacted to the wind, if
it had sharp corners it became trapped because of its structure. A ping pong ball with two holes of one
milimeter, diametrically opposite, could be the best solution, since its roundness is able to adapt itsclf to
the undulating of the waves and the two holes cnable the water to cnter, and fill the ball during its
Journey, making it heavy cnough to float on the level of the water but with an airgap which prevents its
sinking. After collecting them I close the holes up with glue, retaining inside the water taken on during
their journey, the same water (hat in its flow crodes the banks, satiates the animals, remains in droplets on
the hands plunged into it. In exhibition? As before, using the same method I choose glass channcls, with
measurcments in proportion Lo the dimensions of the balls and the number of pieces.

It is the end of 1989 and a picce of news makes me think. Iam to participate at the Venice Biennial in
1990. Tt is a chance to realise a work on Venice, but I have alrcady done this, I think about taking the
tiles I made two ycars carlicr. but what would be the point? What more would I learn? A fricnd, even
though she liked my tanks, cncourages me to challenge myself once more, and I accept the challenge.

During the experiments of the balls, sceing these inert clements behind a bush, stuck in the mud, or
blocked between plastic bottles, I thought about researching into an element with its own coergy, capable
of manifesting itself, but I put the problem off, it wasn't of any use to me then. Now perhaps is the time!
If I find this element I can explore daily actions which instead of visualizing themselves become the cause
for a subsequent manifestation. In this way | can melt the previous expericnces together, go back to direct
actions of the people but with elfects that are both immediate and posthumous.

We are back to the same old problem, therc is nothing worse than searching for the right material! Some
memories intriguc me. a friend of minc had some seeds in a pot and when she had given up all hope, after
two years, they began to grow. When I was little my brother and I threw fruit stones into the garden, once
a small peach tree grew. Here, in a seed, is an element that has a structure which scems apparently
immutable and rigid, but with an enourmous potential, The problem remains of how to put it into an
urban context and what sort of environment could accept it as a Trojan horse.

I must clarify what I want: (o register daily actions which instead of visualising themselves, as in the
floors of the glass, I start a process which will manifest itsclf, telling of a primitive action, therefore no
more false floors, or paint, but sceds. I look at different types of seeds, there are so many. But first I must
define the material which can become their vehicle in daily life, then I will choose the most suitable. I
think of polystyrene balls that florists use, at most I could record people rubbing their hands in a bowl, and
1 would have to use friut stones, maybe another time, now 1 need an clement that is palusible in more than
one context and which at the same time can be the cradle for the sced. It is a word! I stop everything and
as usual try to push myself out into the environment, with a spirit of research more internal than physical.
Together with two colleagues I am in Venice for a preview of the "corderie” to sée the exhibition spaces
and right in front of the main entrance I see sawdust spread and used as a detergent cum absorbent. It is
the same colour as English grass sceds, the same texture, it absorbs and contains water, being powdered
wood it has natural nutrients and somehow it scems as though the seed had become a shrub, had lived,
had been worked on , used and turned into swawdust! It is perfect. Lets try it] I prepare some sheets of
rigid plastic, (they must not become deformed by water), they are more expensive but even more plausible
as platforms to be trampled on. Using these I cover the pavement of an arcade outside an enoprmous
electrical shop, and then I spread a mixture of seeds and sawdust (but it looks like only sawdust) which is
what happens when one needs to clean a large surface area. The shops open, the first pedestrians appear
and thus the dissemination begins, The housewife with her broom, the loading and unloading of goods;
window shoppers, clients at the entrance, everyone in the daily hum drum of life, interact with the sawdust
(photograph 5) containing the seeds, continually shifting the mixture. Every action apparently annuls the
previous one, but seeds and sawdust have a different specific weight, and therefore every action creates
different aggregations, similar to those that happen in the sieves of gold seckers. At the end of the day,
when all is at rest, I spray everything with water, which allows me to carry the platforms away without



moving anything. cven by a milimeter, | 1ake everything into a greenhouse. [ water it and wait. In the
places where many sceds had collected topether conspicuous tulls of grass grow. reinforcing and
underlinging the different jostlings of the day. [n exhibition the picce is green. many arc worried about
what will happen when it drics. everybody is watching the blades of grass, bul for cach blade there is
underneath a root which has twined itself around the other and and swallowed up the sawdust. Morcover
it has stuck onto the plastic like a Ieech giving body to a fullnes wheil will not change anymore. ‘The
material aspect my change. but not the borders created by the actions. Of course in the gallery it changes,
the grass drics out. it curls up and if it is hot and dark, it remains green. If there is a lot of light it turns
golden, it transforms itseli whatcver happens. it 1s part of the cycle. This contains precisc instructions for
the the continuing of the operation even though [ don't know where it will take me. I consider the grass
carpet a a first generation and rather than look to freeze his result T want to move together with it Lets
wail for the transformation. then [ will understand.

It is March 1990. I must now [ind the right place to realise the operation in a part of Venice. 1 need a
place where, despite the tourists. the daily lifc is present with all its ingredicats, children who go to
school, people going to the market, errand boys and passers by. The Saint Eufemia bridge on the Giudecca
Island is perfect. There arc a few fourists but the determining factor is the daily life of the canals. As for
the arcade I prepare the covering of forex. sawdust and sceds. During the day , judging from the
comments of the passers by | understand their ideas : - The council is restoring the bridge -. Perlect, there
is no provocation on my behalf. therefore 1 will register actions, not reactions. The comparison with the
arcade is interesting. each place. like a battlc ground tells of the past fight. It is necessary to have more
than onc verification point and therefore I realise the same project in telephone boxcs, gencral markets,
pedestrian arcas, working arcas.. Just like the Mloors every situation has its own specific.

It is 1991, many grasses have been exhibited. green, dry. with a material aspect relative (o environmental
conditions, in some cases | try regencration, it is possible. By indescriminately distributing new sceds
they germinate only where the first generation exists and do not show at all on the bare plastic. But why
should they be regenerated? Should this new element appear because this continuity is possible? We shall
sce! Now the most urgent problem is to continue to visualise the interaction in its different situations.
With the ping pong balls we saw actions created in the past which change the present, with seeds, actions
are the beginning of a process which, once started transforms itself but does not exhaust itself, now I ask
mysell if it is possible to visualisc a presence even after it has physically disappeared! There is an image
which intrigues me, I used to live on the seventh floor and the piazza below was full of parking places, the
cars from that height scemed to be modules in a composition but the rainy days produced what they left
behind, the dry outlines like istands in the wet told of the past presence of a car, it doesn't matter that one
can't see the colour or the make. that form was determined by the real presence. And then, how many
times have we touched a chair and been abie to perecive from the warmth that until a few moments ago
someone had been sitting therc.... maybe al} actions Icave a trace which goes over and above the physical
presence, we can also prescind from the object, there will always a be a verifiable memory. Iask myself if
final situations arc relative to a process which has alrcady happened.. Often in the mornings I look at the
table where the previous cvening there had been a dinner between three friends, and I find a strong
correspondence between the final aspect and the type of evening spent. (photograph 6) 1 want to combine
these two experiences. If the last objects on the table, the disorganised chairs tell of the objects that arc no
longer present, it must be possible to visnalise the event even over and above these. Certainly I can't, as in
the parking lot wait for the rain, ncither can [ water the table with water, flour or anything clse! It would
be banal, not simple! But the simplicity of natural cvents is precious, I remember that Sherlock Holmies
recognised his documents by the amount of dust that was on them.,... there, I don't need to act but to wait!
1 prepare some sheets of glass painted black on the back (black glass is the most appropriate both for
covering a table and for capturing and visualising. dust). I put these sheets on the tables of bars,
restaurants, waiting rooms and | stick anti -slip rubber coasters under the chair legs, the whole
environment is layed with carpet, in the positions in which I then find them, I then unstick the chairs, I
wait for the dust 10 settle whicli visualises the silhouettes of the objects that had been left behind and then
I remove the objects. O f course we no longer know if there was any wine or water left in the glasscs, but



surely the sitwation did not happen by chance therefore (he order is such because of what has been
consuied,

It is the beginuing of 1992 The grass aets diyer and dryer even il the outlings are well defined. 1 feel
very similar (o them, it is a moment of stalling and cverything around me takes part in this moment.
Sometimes I think that not only art and lifc are not scparated but that life itself is a work of art! We must
however materialise. otherwisc it remains 2 concept. And onc must needs do so in stages. The small fact
of having put pressure, occupying a space. lets energy out, not only when we do amazing things but
always! 1am in London, it's cold and | stamp my fect on the ground, the soles of my shoes are quite thin
and 1 feel the difference between the various street surfaces, man hole covers, paving stones...how many
other people have occupicd this precise point of the carth, onc can sce this because part of the writing has
been worn away. this matrix contains in itsclf all the encrgy of daily life, historical, social, the words -
POST OFFICE- and the last two worn letlers are the coordinates of a precise geographical and historical
point, my sixty kilograms can fecl this! Lets look to exploit this visualising energy! The concept of
printmaking can help me. 1 prepare a black shicel of material which will come into direct contact with the
the matrix, immediately on top of that a pad soaked in white paint, and on top of that, in view, a rubber
floor covering that onc finds used in the urban circuit. Potentially cvery point could be printed, it's
obvious, but only there shere the flow of the daily coming and going of life puts pressure, will the reality
underneath be visualised. (photograph 7). The patch of white paint could take the shape of a foot but it
isn't only the footprint, within this a pre-existent situation is described.  We no longer have an action
which visualiscs itself, not cven docs it start a process. now we arc at the meeting point of two actions.
One, which from an indefinite past creates a prenmuse, the street surfaces are like the skin of a person, with
scars, wrinkels, facelifis, they tell of their own experiences, their social rank, their quality of life...The
other visualises cverything. but only at the point where you are. [ spend two years trying to solve the
technical side and only in 1994 are the first picces bor,

Perhaps 1 have reached the moment in which to digest everything, o look back on all the works together,
a meeting where cach tells its own story and not ouly of the works but also the people who have found
themselves amongst this circuit... There, in this occasion we can regenerate the grass, only those who have
a collectionist who will take care of them, the collectionist himself (together with me the first time) will
sew the sceds on the picce, in an indiscriminate way, since they will only generate where the first
generation has already lived Thosc outlines are indelible. Those who regenerate today are enthusiastic,
others feel regret and would like to have the picce back which they have sold! Surely it will be maintained
green for a while, then life will will bring it to be neglected, it will dry out transforming itsclf until the

next bout of enthusiasm comes along! It isn't a drama, it's 1ife!



