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After 11 weeks of obligatory lockdown, P420 reopens its 
spaces and resumes its activity with the group exhibition 
E subito riprende il viaggio, featuring works by Helene 
Appel, Riccardo Baruzzi, Irma Blank, Adelaide Cioni, John 
Coplans, June Crespo, Milan Grygar, Rodrigo Hernández, 
Paolo Icaro, Piero Manai, Stephen Rosenthal, Joachim 
Schmid, Alessandra Spranzi and Goran Trbuljak. 

The incipit of the poem Allegria di Naufragi published 
for the first time by Giuseppe Ungaretti in 1919, the title 
announces a show driven by a sense of vulnerability, 
precariousness and bewilderment, which can be overcome, 
nevertheless, by an instinctive, obdurate vitality.

«And immediately resumes 
the voyage
as
after the shipwreck
a surviving
seadog».



E subito riprende il viaggio, 2020, 
installation view, P420, Bologna, IT



Helene Appel (Karlsruhe, 1976)’s painting is like a tribute to the eye of the 
observer. As if by deception, we are seduced by the grainy canvases that depict 
apparently banal objects, almost borderline subjects not worthy of a surface, 
which when painted on raw canvas find a stage, a set of a theater of everyday 
revelation.

Fishing nets, rags, kitchen sink drains, sea water, slices of meat or bread... 
Appel’s still lifes are always studied, dissected, described with a formal lucidity 
typical of cold hyperrealism, where states of transparency alternate with 
others of great density.

Appel’s painting is not a matter of waste, but a gesture of conservation, 
faithful to one element at a time, in order not to lose the details, the nuances, 
the anatomy of every single formal cranny. “Those of Helene Appel are still 
lifes with only one subject at a time,” as Cecilia Canziani wrote about her work.

Twig, not a branch, but a smaller outcropping. Slender, out of proportion, 
bare, yet worthy of being painted on canvas, or simply placed on its raw, 
untouched surface, making it no longer a surface on which to paint, but just a 
plane, without limits and gravity, where the object simply exists. 

Helene Appel



Helene Appel, Twig, 2019
oil and watercolor on linen, 71 x 54 cm



For about half a century, starting in the mid-1960s, Milan Grygar (Zvolen, 
Slovak, 1926) has developed an oeuvre whose premise is the indivisible nature 
of the two senses occidental art has often considered separately: sight and 
hearing. His works are essentially linked to sound: they visually record its 
progress or constitute more or less detailed scores for its production.

“I came to the certainty that what prevails in the world is correlation: 
sound is connected to the visual and the visual cannot exist without sound. 
Everything a human does is connected: visual and acoustic phenomena 
complement one another.” (Milan Grygar)

The Choreographies are watercolors on paper the artist has made in 
recent years, now in her nineties. A gesture, a note, a tone, a color. They 
remind us that drawing, through gesture and movement, joins and reconnects 
to the temporal dimension, and thus to that of sound.

Milan Grygar



Milan Grygar, Choreography, 2017
watercolor on paper, 40,5 x 29,5 cm



Milan Grygar, Choreography, 2017
watercolor on paper, 40,5 x 29,5 cm



Milan Grygar, Choreography, 2017
watercolor on paper, 40,5 x 29,5 cm
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The artist born in Lugo in 1976 paints drawings and draws paintings to reveal 
the origin of images, tracing back to the essence as signs.

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

The Giunchi (2019) are sculptural works, laminated tubes on which the 
artist has embroidered a pictorial aesthetic, bending the humble materials 
of the slums and shanties towards an unexpected romanticism. Some of the 

“Giunchi” are activated by mini-vibrators that strike the metal, producing the 
metaphysical sounds of the Ravenna-based industrial factories portrayed by 
the filmmaker Michelangelo Antonioni.

Riccardo Baruzzi



Riccardo Baruzzi, Giunco, 2019
iron, dry flowers, rattle, spray, 200 x 3 cm



E subito riprende il viaggio, 2020, 
installation view, P420, Bologna, IT



Rodrigo Hernández

The work Maintenant (Now) by Rodrigo Hernández (Mexico City, 1983) is 
in clay, shaped by hand. One hand forms a small sphere, made of the same 
material as the hand.

“This small sculpture takes its cue from a sketch by the Belgian Surrealist 
painter René Magritte, seen by chance in a notebook, without any specific 
description. As happens in much of his work, it is hard to assign a precise 
meaning to this small drawing accompanied by the word maintenant. My 
sculpture plays with the word itself, which is very close to main tenant, the 
hand that holds or supports. The hand in the sculpture supports or plays with 
a small sphere made of the same material as the hand itself, like a metaphor 
of a hand that thinks of itself, or a sculpture, or a sculptor that thinks in this 
precise moment about the work he is making.” (Rodrigo Hernández)



Rodrigo Hernández, Maintenant
(after a sketch from René Magritte), 2015

clay, 28 x 12 x 8 cm



Different view
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John Coplans

He was one of the founders of Artforum and worked for the magazine for 16 
years, John Coplans (London, 1920 - New York City, 2003), at the age of 60 
he began to take black-and-white photographs only of his own naked body. 
While his oeuvre is composed only of self-portraits, he never included his face 
in his images.
Aiming the camera only towards himself, John Coplans questioned popular 
culture’s crystallized take on the male body and its connection to classical 
sculpture, producing humanist counter-monuments that underscore ideas of 
decay and vulnerability. 



John Coplans, Lying Figure, Holding Leg, Four Panels, 1990
gelatin silver print, 4 panels 79 x 61 cm each,

109 x 287 cm overall, ed. 6/6



Stephen Rosenthal

Painting 4.04 is part of the latest series produced by Stephen Rosenthal 
(Washington DC,1935), known as Constellations and made over the last fifteen 
years or so. 

The result is not achieved by what the painter puts into the painting. 
What Rosenthal puts on canvas is more a part of the preparation than the 
realization of the work. The act of painting is simply the first phase.

Barnett Newman said, “An artist paints so that he will have something 
to look at.” The world is already full of images, there would be no need to add 
more, but the image the artist wants to see is not among those that are there 
before his eyes. To use the words of Barry Schwabsky, to start to make space 
for the painting he wants to see Stephen Rosenthal has to erase what he has 
already seen.

Using rags and solvents, in a slow, meditative creative procedure, 
Rosenthal removes his own paint and erases any recognizability of the picture. 
In a process that can last for months, the artist makes what Samuel Beckett 
called “lessness.” This is a strange state in which absence or intangibility seem 
somehow to become qualities perceptible in a positive sense.

Rosenthal erases, but he does not eliminate everything. The artist’s hand 
allows hints of color to survive, memories of signs, clots of paint smoothed 
and rounded by a solvent that has not been able to remove every trace. Stains, 
smears, elements that tend to be as elusive as possible and at the same time 
tangible in the most literal sense of the term. Events. Faded memories.

What we see in Rosenthal’s paintings, in a perfect balance between will 
and chance, is not what he has painted, but what remains, what has survived a 
long process of erosion.

“They are constellations,” Rosenthal says, “but not necessarily stars.”



Stephen Rosenthal, Painting 4.04, 2016
oil on canvas, 63,5 x 63 cm



Different view
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June Crespo (Pamplona, 1982)’s practice is also a sensual analysis of 
contemporary models of representation, commenting on the actual and 
symbolical dynamics enveloping the female body. Crespo’s interest in the 
concrete and corporeal conditions of the object/body, as well as in the 
immaterial contexts where it circulates and shifts  questions contemporary 
life’s composite configuration made out of material and discursive dynamics.

Crespo’s careful analysis of the body is a paradigmatic case. The artist’s 
practice projects a sensual investigation of contemporary representational 
regimes, based on a corporeal exploration of the world. Her interest in the 
hybrid conditions of the body-object and the frameworks through which 
it circulates is translated by an affect-led approach to reality and employs 
poor materials like concrete, metal and fabric. While the work incorporates 
personal stories and events, by and large it bypasses narrative strategies, 
opening up different avenues of interpretation while formulating a powerful 
commentary about dominant representational regimes. 

June Crespo



June Crespo, Iris, 2018
concrete, pigments, flowers, steel, 125 x 24 x 17 cm (side A)



Side B



Joachim Schmid

“No new photographs until the old ones have been used up!.” This is the statement 
made by Joachim Schmid in 1989 on the occasion of the 150th anniversary 
of photography. And, above all, it’s the program that Schmid himself has 
followed throughout twenty-five years of work as an artist/photographer, 
devoting himself entirely to searching, collecting, selecting, discarding, 
assembling and finally exhibiting other people’s photographs. 

One of his vaster projects, Bilder von der Strasse, has developed over a 
period of thirty years and includes all the photographs he was able to gather 
in public places from 1982 to 2012, when having found the one thousandth 
photograph of the series, and aware of the great difficulty of finding lost 
physical photographs in the digital age, he declared the work finished.

“Backbone of Schmid’s whole work, Bilder von der Straße can have many 
interpretations. It’s a Chance Monument. It’s a very special kind of diary. It’s 
an inexhaustible narrative deposit: you could write a book of conjectures 
that could be made from most of the pictures, the reasons why they were 
taken and then thrown away. It’s a work in the sociology of photography, 
concerning the stereotypes and the commonplaces of its mass use. Finally, and 
above all, it’s a tribute to the fetishistic property of analogue photography—
that, as Roland Barthes mentions in Camera Lucida, is nothing but a trail of 
matter left on a surface by someone or something. It acts like an existence 
certificate rather than like a codified representation, and is a relic rather than 
an image. This is why the pictures collected by Schmid are so fascinating—
because we understand they are trails of someone else’s life, produced without 
an aesthetic analysis and survived only by pure chance. And this is why many 
of them are torn—because perhaps someone else wanted to delete that trail, 
perhaps striving to get rid of a memory.” (Simone Menegoi, from I am not a 
photographer, Mousse, 2007)



Joachim Schmid, Bilder von der Strasse
(n. 61, 161, 261, 361, 461, 561, 661, 761, 861, 961), 1982-2012

found photographs mounted on cardboard, 29,5 x 21,5 cm each



Different view



Detail



Joachim Schmid, Bilder von der Strasse n.461, 
Rio de Janeiro, December 1996, 1982-2012
found photographs mounted on cardboard,

29,5 x 21,5 cm



Joachim Schmid, Bilder von der Strasse n. 161, 
Berlin, January 1993, 1982-2012

found photographs mounted on cardboard,
29,5 x 21,5 cm
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Alessandra Spranzi

“In 2012 I began to gather things from the street, usually pieces of things, 
the remains of something discarded or lost. Often it is hard to understand 
what these things were for, and it is difficult to describe them as well. I 
bring them home, put them on the table to have a better look; I photograph 
them, sometimes together with clippings from books or other objects, with 
a preference for knives, forks, spoons, eggs, cups, tangerines and drinking 
glasses. These things are fragile apparitions that nevertheless have the 
weight of metal, porcelain, paper, wood, plastic, cardboard. The table has the 
magnetic and silent force of the earth.” (Alessandra Spranzi, 2019)



Alessandra Spranzi, Sul tavolo #127, 2019
color photograph mounted on aluminium, 

30 x 41 cm, ed. 3+2pda (1/3)
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Irma Blank

Since November 2016, Irma Blank has been unable to utilize the right side 
of her body. After a long period of reflection, she began to trace her writings 
with the left hand. With a hand that does not respond as she would wish, 
she has created Gehen, Andare, with that subtitle – Second Life – that totally 
alludes not to a loss, but to a new conquest.

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

Irma Blank
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Irma Blank, Gehen, Second life H19, agosto 2018
marker on transparent paper, 50 x 35 cm



Irma Blank, Gehen, Second life H20, agosto 2018
marker on transparent paper, 50 x 35 cm
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Riccardo Baruzzi, Giunco, 2019
iron, spray, dry flower, rubber cable tie, ex-bug, 230 x 11 cm
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Paolo Icaro

Since the 1970s the artistic reflections of Paolo Icaro (Turin, 1936) have always 
concentrated on the line. Starting with the grammatical analysis of sculpture, 
which the artist develops ahead of many other contemporary artistic practices, 
the breakdown of the line into a primitive entity and its countless variations, 
in over fifty years of work, constitutes an indispensable foundation in the 
artist’s work. 

“From Linea di equilibrio, a line of comportment of the body that 
records in material the trail of the movement of the artist, the line becomes 
the visualization of the intrinsic balance of the material, of the metal that 
propagates its own harmonic essence in the environment as sound. The 
Forma tesa becomes Linea tesa (Tense Line, 2010) and then Linea sospesa 
(Suspended Line, 2011): no longer a line generated by the tension of two 
pivots attached to the wall, but one obtained through the pursuit of a new 
complicity with the material. Stainless steel, subjected to the force of gravity, 
explores its own intrinsic nature; it achieves an unstable balance, like a taut 
cord ready to welcome the light step of a tightrope walker.” (Lara Conte, 
Faredisfarerifarevedere, Mousse Publishing, 2016) 



Paolo Icaro, Linea tesa, 2013
inox, aluminum, 42 x 392 x 10 cm



Riccardo Baruzzi, Giunco, 2019
ferro, spray, gancio, fiori secchi, 107 x 34 cm

Riccardo Baruzzi, Giunco, 2019
iron, spray, hook, dry flowers, 107 x 34 cm



Piero Manai

One of the most extraordinary and enigmatic artists of recent decades, who 
died prematurely in 1988, at the age of 37, Piero Manai (Bologna, 1951–1988) 
lives,  in the early 1980s, a drastic change in his way of painting and in his 
subjects, which became more convulsive and dramatic.

 He had an almost obsessive need to draw or paint heads, nearly always 
deprived of most of their physiognomic features. The heads have a self-
contained physical quality, blind and deaf (as underscored by some of the titles, 
Deaf Figure or Blind Painter), pensive and isolated inside their own weight, lost 
in a white space lacking in coordinates.

Lacking expression or psychology, almost coming apart, they are neither 
representations nor portraits. They are perhaps more precisely self-portraits, 
and they are not seen from outside, but from inside.

“It is an inner work – Manai wrote – an anatomical and psychic 
construction. To paint a figure, to skin it three times, to put it to the test in 
order to reach a threshold.”

His pictorial language does not seem related to any of the various artistic 
practices current at the time, from Austrian-German Expressionism of the 
1980s to the more Italian Transavanguardia, just to indicate two of them. In 
fact, in its diversity it seems to reunite them all, so much so that it is hard to 
find a (probably useless) way of classifying the work.



Piero Manai, Figura accovacciata, 1987
bitumen on canvas-backed paper, 300 x 200 cm



Piero Manai, Figura accovacciata, 1987
bitumen on canvas-backed paper, 300 x 200 cm
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Piero Manai, Figura, 1984
mixed media on acetate, 30 x 21 cm
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Riccardo Baruzzi, Giunco, 2019
plastic tube, dry leaf, rubber cable tie, 200 x 14 cm
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Adelaide Cioni

Adelaide Cioni (1976, Bologna, IT) studied drawing at UCLA, Los Angeles, and 
holds a BA in Sculpture from the Academy of Fine Arts in Rome (2015). With 
an MA in contemporary history and a master’s degree in Literary Translation, 
for ten years she translated American literature (John Cheever, David Foster 
Wallace). In 2012 she decided to quit translating, thereby she started her artistic 
practice.Adelaide Cioni’s artistic practice stems from drawing, and goes on to 
assume environmental dimensions. The subjects are often taken from everyday 
situations, both from the physical space we inhabit and from the psychological 
space which is rooted in our personal memory and becomes collective.

A bouquet of tulips, in a vase, on a table placed against the wall. An 
analytical gaze, a turn around the table with the eyes on the flowers, not on 
flowers, on petals. An incomplete circuit because the table is placed against 
the wall. 270° around a vase of tulips.
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Adelaide Cioni, 270° attorno a un vaso di tulipani, frame #14,  2015
watercolour on paper, diptych, 25 x 18 cm each (25 x 36 cm overall)



Adelaide Cioni, 270° attorno a un vaso di tulipani, frame #22,  2015
watercolour on paper, diptych, 25 x 18 cm each (25 x 36 cm overall)



Adelaide Cioni, 270° attorno a un vaso di tulipani, 2014
animation, 2’12”  /  GO TO THE VIDEO – password: Cioni

https://vimeo.com/400328706


Goran Trbuljak

Zagreb based artist Goran Trbuljak ( Varazdin, Croatia, 1948) has been active 
since the late 1960s, in the context of Est European conceptual art. While 
searching from the very beginning for alternative means of production 
and representation of the artwork, Trbuljak has redefined the status of 
artistic context, asking radical questions about the autonomy of the system 
of museums and galleries and about the mechanism by which something is 
accepted as art. He tested the accidental as the key moment of creating work 
mechanism, organizing exhibitions in streets and hallways.

Ironic, poetic, cutting and disenchanted, starting in the 1990s Trbuljak 
has made a series of photographs, still in progress today. They are domestic 
shots, terse stagings of remarkable expressive force.

Sketch for Sculpture is the celebration of an instant.
Nothing is briefer, yet nothing is unrepeatable anymore.



Goran Trbuljak, Sketch for sculpture, 2013
b/w photograph, 42 x 55,5 cm, ed. 3+3ap (3ap)
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