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Antonella Cimatti
Ghost Still Life
Article by Monica Semprini

A

rtist antonella cimatti, spanning design and

installation, manages to combine different
styles with a particular emphasis on ceramic
material, reflected by continuous analysis and
experimentation, honed over years of experience
in an international context. The artist lives and
works in Faenza, Italy a city synonymous with
ceramics and known throughout the world for its
historical ceramics production. At the same time,
she continuously pursues artistic exchange abroad,
in order to deepen her knowledge and broaden her
field of research. Her research is related to models of
the past, to classical forms of ceramics, reinterpreted
and revisited with innovative results and alternative
meanings. From her early works, le Crespine
(based on the Faentine tradition used in the great
European courts of the 17th and 18th centuries) the

artist refashioned the traditional form in porcelain
paper clay, lightening the material with openwork
interlacing, right up to her recent Ghost Still Life in
the historical ceramic typology, recreated through
the manipulation of shadows.
A constant theme in her work is the search for
lightness and imperceptibility of the material,
defying its essence, its derivation from clay, from
the earthy mixture that invokes a sense of heaviness
of matter. This is the reason that the surfaces are
perforated, torn, translucent; they become delicate
silhouettes, luminous filaments of light interwoven
through grafts of optical fibres. Primary importance
is attached to the light, for its ability to render the
material slight and ethereal, as if suspended through
shadows and reflections that disperse through the
gaps in the intricate entanglements.

Facing page: Ghost Still Life. 2014. Sintered alumina fired
at 1600°C, Plexiglas. 30 x 70 x 7.6 cm. Honourable Mention –
Gyeonggi International Ceramics Biennale 2015, South Korea.
Above: Ghost Vessels. 2014. Sintered alumina 0.6 mm fired at
1600°C, Plexiglas, laser printed acetate-sheet. 30 x 25 x 11 cm/ea.
Below: Butterflies. 2011. Porcelain. Installation in the exhibition
La scultura contemporanea in Italia, 2015, Galleria Nazionale d’Arte
Moderna, Roma. 180 x 240 x 20 cm. Photo by Paolo Emilio Sfriso.

“I have always been fascinated by the longestablished relationship in the work of Cimatti
between object and shadow, which is not, as might
appear at first glance, a physical link between an
element and its natural projection, but the result of
a deep reflection that the artist brings into being on
her own research.” These are the thoughts of Matteo
Zauli, director of the Museo Carlo Zauli of Faenza,
who points out that “a shadow, in fact, is not a visual
element merely generated from the object that is the

Top left: Ghost Still Life #1. 2014. Sintered alumina 0.6 mm fired at
1600ªC, Plexiglas. 30 x 70 x 7.7 cm. Taiwan Ceramics Biennale.
Photo by Manuela Giusto.
Top right: Ghost Lamp. 2014. Sintered alumina 0.6 mm fired at 1600°C,
in collaboration with Manzi and Zanotti Design Studio. 28 x 20 x 10 cm.
Below: Museo Virtuale (Virtual Museum). 2015. Sintered alumina
0.6 mm fired at 1600°C, Plexiglas. 32 x 70 x 7.5 cm/ea. Collezione di
arte Contemporanea Faenza MUS.T (Museo Territorio).

origin; it is neither natural nor artificial. The shadow
is generated if and when a light source is placed
behind a subject/object, and it is this light source
that establishes the depth and position. As such,
the sculpture and shadow relationship in the work
of Cimatti is the result of an intentional choice of
installation, that in choosing origin and intensity, sets
the morphological relationship between the subject,
the pureness and whiteness of the porcelain, and the
dark portions that complete the aesthetic fulfilment.

And it is in this precise direction, in its antithetical
relationship, that the Faenza artist’s work is brought
to life through the delicacy with which the complexity
that Jung, for example, symbolised in the shadows,
thus indicating intuitively the tormented, unresolved
path of man in search of his deepest identity.”
And so in the work Butterflies, Cimatti realises
an installation project where every single butterfly
is composed of both a material, tangible wing
made of delicately-perforated thin paper clay and
an ephemeral, intangible wing of shadow, arising
from the projected light. The repetition of these two
components, the real and the ethereal, produces an
effect of alienation, revealing a change in our usual
perception of the ceramic object, which we find
here transformed into faint material that conveys

the idea of an imperceptible movement through the
alternation of lights and shadows.
This is a particularly significant work, because it
brings the art of Cimatti towards a key development,
ever more intangible. More recent work, in fact,
has seen her experiment with a new technique, the
sintered alumina, an advanced ceramic material,
fired at high temperatures (1600°C), the result of
extensive studies at CNR-ISTEC Institute of Science
and Technology for Ceramics of Faenza. The use of
this most translucent, extremely thin material, cut
with high-precision laser, allows the artist, on the one
hand, to give tactile lightness to the ceramic and, on
the other hand, to create an evanescent atmosphere
on a visual level. The silhouettes of objects, which
are cropped via a complex computerised technique,
reproducing a kind of anamorphosis of Leonardo,
are placed above a Plexiglas plate, also modelled in
the same shape and hung on the wall; this device
means that, in the twilight of the environment,
illuminating the work, one can create profiles of
these objects. In this way the still lifes assume their
form through their projected shadows; fleeting,
enigmatic, in a constant state of flux, prone to
disappear at any moment should the light fail. It
is a continual game of shadows and transparencies
that gives life to these ephemeral figures, returned
to full-scale; still lifes that combine both everyday
objects and pieces produced in the city of Faenza
between the 15th and 16th centuries and now
housed in major museums around the world, such
as the Metropolitan Museum of Art in New York
(US), the Victoria and Albert Museum (UK) and the

Above: Butterflies (Detail). 2011. Porcelain. 180 x 240 x 20 cm.
Installation in the exhibition La scultura contemporanea in Italia.
Photo by Letizia Gatti.
Below: Ghost Teapot. 2013. Sintered alumina 0.6 mm fired at 1600°C.
In collaboration with Manzi and Zanotti Design Studio. 20 x 44 x 4.7 cm.
Credit: Foundation for Contemporary Ceramic Arts, Kecskemét, Hungary.

British Museum in London, creating a sort of virtual
tour of these museum collections. Thus, together
with teapots and cups, we can find the image of the
Portland Vase, kept at the British Museum, from the
Augustan era, one of the best known examples of
vitreous cameo, which inspired an entire range of
terracotta vases from Wedgwood. But Cimatti does
not resume the grès or stoneware copy but rather that
of the original glass, restoring, through her particular
technique, all of the vitreous transparency and deep
blue colour (Ghost Still life). In Museo Virtuale, some
of the museum objects are deliberately blurred to
evoke their own outlines, suggesting the presence,
stimulating the memory. The shadow here takes

Above: Museo Virtuale (Detail).
Facing page, above: Museo Virtuale (Detail).
Facing page, below left: Signature of Antonella Cimatti.
Facing page, below right: Antonella Cimatti. Photo by Paolo Emilio Sfriso.

on a “mnemonic support function: it renders the
present absent” (Victor I. Stoichita, A Short History
of the Shadow).
In another series of works (Ghost Vessels), Cimatti
focuses attention only on individual elements, each
isolated in its own display case, which come to
acquire a meaningful value. They are perhaps the
most typical receptacles in the history of ceramics –
the Greek vase, the Portland vase and the Chinese
vase – reinterpreted in bright colours and reflections,
suspended in an enchanting and emotional
atmosphere.
Classical forms together with stereotyped forms:
art in its highest form and art in its industrialised
forms are given equal treatment in the works of
Cimatti and have the same evocative importance;
they establish a poetic and delicate dialogue just
like the bottles, vases, bowls and carafes painted by
Giorgio Morandi – observed over time, contemplated,
allowing the dust to fall and settle upon them.
Morandi, the artist who transformed such humble
objects of everyday reality into the protagonists of his
complex pictorial research, approached them from
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the front of a table, a frontal approach that we find
in Cimatti’s work, where vases, lamps, dishes, cups
and teapots rendered in shadow, are arranged along
a finely punctured tablecloth, a basis for her still lifes.
Their texture is ethereal, yet concrete objects remain
without which their ghostly doubles could not exist,
in contrast to the work of Claudio Parmiggiani. With
Parmiggiani, the barely perceptible dust becomes
the base material of his artistic research, along with
the study of shadow and light, creating works based
on the theme of absence, works made of shadows,
signs, traces of ash and smoke, footprints left by the
objects removed from the walls (Delocazioni, 1970).
Here the concrete elements disappears, with only
their shadowy outlines remaining, their negative
surrogates. The attention of Cimatti, however, is also
reflected in the minute details of the ceramic objects,
showing an aesthetic care and a typically feminine
elegance. Furthermore, the references relate to the
entire domestic and intimate world of women: the
cups and teapots depict the most precious porcelain
of the household and the little holes on the surface
are reminiscent of the elegance of embroidery.
In Ghost Teapot, the cropped silhouette of a teapot
is decorated with golden grafts using the Chinese
technique. The decor is light, delicate, it does not weigh
down upon the object, which here acquires refinement

and visual importance. Indeed, the observer is not
only attracted by the shadow cast on the wall, but also
from the same shaped and preciously decorated figure.
The vision is moving on several levels: the shape, the
silhouette, studied in detail and perfectly realised, and
the light that allows the passage from the object of
design to the object of shadow.
Shadow has always been an element that attracts
and seduces the art world and the mindset of Cimatti
is fully embedded in that approach. What is striking
is the inconsistency of the shadow, its immateriality;
it is absence, it appears only to suddenly disappear,
it is darkness, it is ephemerality, it is the double of the
object that projects it, it retains a function of reality,
since its presence “verifies the consistency of an
object, seeing as that which projects a shadow must
be real” (Ernst H Gombrich, Shadows).
After all, it is shadow that plays an underlying role
in the artistic practice: according to the testimony of
Pliny the Elder, painting and sculpture do in fact have
their origins in the shadow phase. An origin that is
‘negative’ because the image is frozen in time owing
to the outline of its shadow cast and then it assumes
consistency and acquires a bodily, sculptural form
(Pliny the Elder, Naturalis Historia).
From the figure of shadow to the gesture of the
potter who fills the outline with clay, relief and
plasticity is brought to its form. The work of Antonella
Cimatti hinges on this duality and, from this, it

draws its expressive
power: from earthy
mixture to its most
incorporeal essence,
from
concreteness
to
its
evanescent
duplicate.

Monica Semprini is Assistant Director of Museo Carlo Zauli. She
also pursues independent curatorial projects.
Lecture by Matteo Zauli, Director of the Museo Carlo Zauli.
The Museo Carlo Zauli Faenza has, from 2002, explored and
disseminated contemporary art, with particular attention to
ceramics.
All photos by Raffaele Tassinari, unless noted.
Translation by John Wheatley.
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interview

In Studio with

Antonella Cimatti

Antonella’s aura of refinement infuses her “crespine”. Her works are so light
they seem to float. They are reminiscent of lace. She explains here how
she found a way to create this sense of lightness.
Evelyne Schoenmann

A

ntonella, at the Istituto d’Arte
in Faenza you were a student
of the master, Carlo Zauli.
How did working with him influence you?
Yes, for me he was a true master who
taught me an artistic approach. He gave
me the enthusiasm to become a ceramist
and an artist. And he taught me the importance of devoting your life to art and
to one of the oldest media of humankind:
not only to study the various ceramic materials but also to observe the influence
and processes of other art forms that lead
to innovation.

also applies to this capital city of ceramics, so there is a danger of encountering
tradition with too much respect. But all
in all, I think it has been an advantage to
grow up here. Although Faenza is a small
town, there are several important ceramics institutions. For instance, there is the
International Ceramics Museum MIC or
the CNR, the National Research Centre.
The museum has an extremely comprehensive collection of ceramics from all
over the world and from all ages as well
as a library with over 62,000 books on
ceramics. For me this is a continuing

in Italy and elsewhere and how it influenced your methods.
My first trip to Asia in 1981 took me
to Japan. I was 25 and I was able to participate in a cultural exchange with the
twinned city of Toki-shi as part of a delegation from Faenza. I was immediately
fascinated by Japan, and without wishing to make too much use of philosophical concepts, I would like to mention the
love of beauty that was given to me and
which impressed me in Japan. It is a way
of looking at beauty that affects a mysterious inner world. You have to work hard

Do you feel it is an advantage or a disadvantage for a ceramist to be born and
to grow up in Faenza, the ceramics city?
I am probably a typical example of how
Faenza can shape and educate someone.
I was born in Faenza and attended all the
schools here. And with the exception of
studying at the academy in Bologna and
a brief spell teaching in other towns, my
whole life is centred on this place. I think
Italian artists tend to be weighed down
by their cultural and artistic heritage. This

source of inspiration. Even as a student
at the Istituto d’Arte and later as a teacher there, I was in touch with ceramists
and artists from all over the world. Many
of them came to Faenza to work here or
to study in greater depth. When I later
felt the need to travel and to gain new
experience abroad, my training, which
was also sound on the technical front,
was a recommendation.

to earn it. In recent years I have been to
China and South Korea several times.
Each time, I returned home with some
small technical secrets about porcelain, a
material that is almost unknown in Faenza. From an aesthetic angle, I was not
influenced by Asia but by Italian fashion and Italian design. In recent years,
a major tendency towards lightness and
attention to detail has manifested itself,
an attitude that is very close to the way I
work and live.
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Although you make work in majolica
or installations with fibre optics, I am
sure our readers would like to learn more
about the background and the making of
your delicate “crespine”. Could you tell us
something about them?
As a material per se, clay is hard and
heavy. My goal was to achieve an impression of lightness with ceramics, both
with regard to weight and visual appearance. My intention was to create a kind of
lace, a mesh or woven fabric. With this,
I wanted to emphasise women’s creative
powers. A lighter, fragile, discreet, fresh
kind of creativity was to get a chance. I
took my inspiration from “crespine”, an
ornamental object in the majolica tradition that was very popular at court in
Europe in the 16th and 17th centuries. I
have always been fascinated by these historical objects. In 2005, I started to experiment with porcelain paperclay and to
reinterpret the crespine; this is how my
collection of these items came about. In
contrast to a traditional approach, where
bowls thrown on the wheel were perforated and cut, I made my pieces with extrud-

veloping a suitable body, there were other
problems to solve: I wanted the interior of
the pieces to be smooth, so I had to work
on a convex hump mould with the related
problem that it is tricky to lift the piece
off the mould, not to mention the question of shrinkage. Plaster was not suitable
for the moulds. After I had made my delicate forms with slip threads, I could not
lift them off the mould without breaking
them. The solution was a special mould
making process from a material that I developed myself, which permitted first the
shrinkage of the paperclay piece and then
allowed me to lift the fragile object off it
easily. Drying is very fast and only takes
one day, and then a high temperature firing to 1260°C in an electric kiln usually
follows straight away. Even the glazed
crespine are only fired once, the glaze is
applied to the dry greenware. My selfglazing porcelain with its lovely matt surface is only fired once too. It was a huge
but stimulating challenge to reinterpret
objects that originated in ages long past
with modern technology and a contemporary philosophy.

how “Ghost” was born, a conceptional
project for interiors that creates a mood
between design and art installation. The
basic idea is to illustrate everyday items
that are all around us, or items in a museum, and with their shadows to create
“illusory”, light artworks.

ed threads of slip (dripping threads) from a
slip trailer or a pastry syringe. In contrast
to the traditional method, mine is additive
and not subtractive. With this idea and
an image in my mind, I first had to master and perfect the special technique to
achieve the desired results. It took nearly
a year. I experimented with various clay
bodies, various syringes and piping bags
for confectionery. For this collection, it
was essential to conduct tests with porcelain and additives of paper. Besides de-

In your studio, I saw these narrow
mural pieces which throw shadows on
the wall when they are illuminated from
beneath. Would you tell us something
about them or is it still too early?
This most recent installation is made
with ultra-modern technology. With a
laser cutter, the forms are cut out of a
0.6 mm vitrified aluminium oxide sheet,
a material found in technical ceramics.
A complex digital analysis of light projection accompanies this project. This is

Antonella Cimatti
Atelier: Corso Garibaldi 16
48018 Faenza, Italy
antonella.cimatti@libero.it
www.antonellacimatti.it
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The list of awards in competitions,
workshops, residencies abroad and your
exhibitions is very long. Are you satisfied with what you have achieved or
have you got other plans for the future?
I am very satisfied with the results
achieved so far because in my career
as an artist I have been able to travel
a great deal and have been fortunate
enough to work with the leading Italian
art critics such as Filiberto Menna, Enrico Crispolti, Vittorio Fagone and Franco
Solmi. In 2011 I was invited to the Biennale in Venice by Vittorio Sgarbi and by
Silvana Annichiarico to the Triennale in
Milan for the Triennale Design Museum
until 2017. I have a lot of plans but I am
superstitious enough not to speak about
them yet!

Evelyne Schoenmann will be conducting
her next interview with
Agnes Husz (Hungary and Japan)
Evelyne Schoenmann is a ceramist. She
lives and works in Basel, Switzerland and
Liguria, Italy
www.schoenmann-ceramics.ch
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Antonella Cimatti

Refined Poetry of Porcelain and Light

A

ntonella cimatti is a ceramics artist who lives

in Faenza, Italy. She has been teaching Design
at the G Ballardini Art Institute of Ceramics
without interruption since 1979. During her own studies there, she met and studied under of some of the
greatest Italian maestros such as Angelo Biancini and
Carlo Zauli, which was the beginning of a long list of
some formative experiences for her. Following these
studies, she went on to graduate from the Fine Arts
Academy in Bologna. Even in her youth she understood the importance of travel and of learning from

other cultures and ways of making art. Ballardini’s
openness to foreign artists has made it a contemporary melting pot, as it has always been attended by
many foreign students and the teachers have often
been invited abroad for workshops and conferences.
Cimatti’s knowledge of creative processes and the
idea of comparing techniques has led her to experience
these first hand at different times: in Toki - Gifu, Japan,
for Doban decoration technique; in Limoges, France,
for porcelain; in Portsmouth, England for jewellery
design; and in Turnhout, Belgium, for graphic design.

Article by Nino Caruso
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Her creative philosophy has been established
through innovative experimentation with aesthetics,
design and technology. Technique exploration has
been a long-standing interest of hers, combined with
the desire to push materials beyond their limits. She
is interested in the knowledge acquired through the
process of doing, where technique and concept are
of equal importance. The international dimension
of Cimatti’s experience and of her presence as an
exhibitor is reflected by this, studded with recognition such as the Silver Prize at The 4th World Ceramic
Biennale 2007 Korea International Competition.
The poetry of Cimatti’s work is founded within
creative research and through her innovative technique exploration. Her works are creations of refined
beauty and are intended to arouse wonder and
fascination: the whiteness of the porcelain woven
crespines and the grand lace works hovering on
transparent crystal stems, immaculate butterflies
about to take off in flight with their projected shadows. The enchanting lightness and elegance evoked
by the objects are not only the outcome of her inventiveness, inspiration and aesthetic taste (the spontaneous and impromptu fruits of intuition) but rather
they insert themselves and take root in the obvious
quality of her training. She has assimilated tradition
with selective attention to contemporary trends. She
expresses herself through tenacious and productive
research, forward-thinking and experimentation that
require expertise regarding complex processes and a
mastery of materials and technologies.
Mindful of the 16th century renaissance majolica

Facing page: Crespina con rose (Crespine with Roses). 2009. Self
glazing porcelain paperclay with rose filigree, central rose handbuilt in
porcelain and fired to 1250°C with glass base. 30 x 12.5 cm.
Above: Butterflies. 2010. Installation, wings in self-glazing porcelain
paperclay, produced by slip trailing with syringe on refractory
moulds, fired at 1250°C and mounted on plexiglass, handbuilt glazed
porcelain flowers, lateral spot light. 150 x 110 cm.
Photos by Raffaele Tassinari

Compendiario Style ‘whites’ crespines (i bianchi),
since 2005 she has been recreating her own modern versions in which decoration and form are one.
Real and true embroidered sculptures, removed
from any type of representative intent, instead call
to mind a flow of personal emotions. Their refinement, grace and essentiality, accentuated by their
absolute whiteness, synthesise all colours of natural
light and evoke classical values. In her own words:
“The way I work is not traditional. My goal is to create a sense of lightness in ceramics, not only regarding weight but also visually. My design is born from
a rereading of past artistic production. The forms
generated are aesthetically accurate and display a
strong sense of their own female character, of beauty,
of finesse and of attention to detail.” Her collection
of porcelain paperclay (mixed with cellulose fibre
to obtain maximum resilience during the working
phases), is almost immaterial; impalpable threads,
pure white filigree lacework. The process calls for
freehand drizzling by means of a syringe, with a gestural action of ‘dripping’ on to concave and convex
refractory supports. The forms are created with a thin
and light decorative weft which becomes the overall
structure: it is the art of adding curlicues and swirls

Ceramics: Art and Perception No. 89 2012
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Above: La Clessidra (The Hourglass) (Detail). 2010. Illuminated
sculpture in terracotta, fibre optics and handbuilt flowers in glazed
porcelain fired to 1250°C. 60 x 60 x 175 cm. Photo by Bernardo Ricci.
Right: Memory Containers. 2012. Porcelain, glazed earthenware
and gold lustre, blown glass base, flowers in Murano glass and gold
leaf. 50 x 60 cm. Photo by Raffaele Tassinari.

of porcelain (whereas in the original crespine forms,
the pierced effect was obtained through the art of
subtraction). And finally, the pieces are strengthened
by high temperature firing and sometimes mounted
on blown glass bases, designed and manufactured in
Tuscany. Although porcelain and glass are different
materials, they contain many common elements that
interact and communicate with each other. These
simple forms transmit both power and fragility.
Since 2008, her research has become more technical
regarding colour, light and volume and the ceramic

0
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material responds to Cimatti’s inquisitive exploration of different materials. It is a linguistic dialogue
that attempts to deepen its meaning through a sculptural reflection. This development is evident in some
of her more recent installations, creations that speak
of porcelain and luminosity, ambient sculptures
focusing on illumination by means of the use of fibre
optic technology.
La Clessidra, 2008–2010, are extremely suggestive
and provocative with their changing light tones
Wrapped over warm terracotta, they glow radiantly
to the point of being dissolved in light. These works
are contrary to the virtual noise and speed of contemporary, the hourglass speaks of contemplation,
quiet and absorbed flowing into meditation: cascading time, like a thread, it accumulates in its unfolding
and then disappears.
Trame di luce is the title of two installations splendidly exhibited. One at MIC (the International
Museum of Ceramics, Faenza) in 2010 and the other
in 2011 at the Italian Pavilion for the 54th International
Art Exhibition of the Venice Biennale. A fountain of
vibrant luminous fibres fill the space and intersect
translucent pierced bodies of porcelain. Passing from
fuchsia to white to azure to yellow, they vibrate and
even change the colour of the vessels and the small
roses suspended from their fibre optics, producing
surprising visual effects. The fibres act as ties, wrapping, permeating, placing the material in space, easing and lifting the work which is raised and freed
into emptiness.
As if magical, immaculate ‘butterflies’ appear to be
on the point of taking off in flight while their long
shadows are projected on to the wall. The idea of
light also proposes that of shadow: one cannot live
without the other and hiding one of them would
mean not giving life to the other.
Porcelain, in a thin filigree of precious translucent clay body composed of valuable kaolin, quartz
and felspar, when hit with light not only emits the

sensation of reverberation and luminosity but also of
vibration and elusive shadows.
After all, as Cimatti says, ‘the aim of the piece is to
shed light on the expressive and metamorphic world
of shadows. One part of the piece is real while the
other is temporary and ephemeral in perfect ambiguity and duality.
Shadows of Light reveals pure white crespines arabesqued on to the wall, much like appliqués, each
one with its own projected shadow, magnifying thin
interwoven porcelain filaments, doodles, details that
juxtapose the whiteness of the objects themselves.
They are meticulously designed and planned,
precariously balanced between art and design, as
if dealing with an experimental exercise in unique,
unpredictable and theatrical objects. The attraction
toward this sphere of creativity is strong and derives
its origins from the Italian tendency to place the
object of design into a more artistic context, unique
and precious. One only needs to be reminded of the
exclusive collections often displayed in the Italian art
galleries. This is how the Contenitori di memoria were
born, defined by Cimatti as: “containers to express
the symbolic and ritualistic meaning of objects, where
the formal fancy and inspiration of the object is that
of memory: whether connected to personal memories
in the present, either to a place or a life experience”.
She speaks about the attraction to an essentially
pure object, as well expressed in this 18th century
style teapot with handle. From its finishing cannula
to its spout and its embellished lid with delicate
rose decoration, it is truly the ‘essence of tea’ and
of its symbolic meaning. A decorative object placed
in an environment serves to enrich it, and to create a relationship and a complicity with the viewer.
With its purpose of evoking the fragrance of tea,
it provokes emotions and memories, as a catalyst
of experience, which also serves to pull the viewer
into its daydream. A ‘bridge’ between East and
West, thoughtful and silent it establishes a relationship with its audience.
Altogether, this is a true magical effect of hourglasses, butterflies, crespines and installations: they
are the fruits of the touch and the personal impressions of a delicate yet strong sense of femininity

Left: Shadows of Light. 2009. Light source on porcelain, slip-trailed
with syringe on supporting moulds and fired to 1250°C.
30 x 15 cm. Photo by Raffaele Tassinari.
Above: Trame di luce (Weft of Light). 2008. Installation with
translucent porcelain paperclay, fibre optics and handbuilt flowers in
glazed porcelain, temp. 1250°C. 300 cm. Shown at the Italian Pavilion
for the 54th International Art Exhibition of the Venice Biennale.
Photo by Bernardo Ricci.

that knows beauty, grace and elegance, dissolution
and dissolving into light. These are undoubtedly
invaluable characteristics resulting from the
Antonella Cimatti’s experimentation, in full merit
of her national and international recognition and
of which we greatly anticipate further growth and
development.
Nino Caruso is a sculptor and designer who lives and works in
Rome and Todi, Italy. He is the author of numerous books on art
and techniques of ceramics. nino@caruso.it
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Antonella Cimatti

Between Art Research
& Technology
Article by Rolando Giovannini

Fiori-frutta (Flowers-fruit). 2007. Collection of majolica vases with ceramic litho transfers. 30 x 30 cm.
Commissioned by the GestCooper Consortium, Turin

Positive and Negative. 2003. Vitrified vases from the
Raku Dolce series. 32 x 17 cm. Photography: Foto Ellesse,
Faenza, Italy

T

HE CITY OF FAENZA IS NOTED IN THE WORLD FOR

being one of the motherlands of ceramics. In
particular, it embraces more than a millennium
of terracotta, first engobed, and then glazed with a
typical surface treatment containing tin.
But the city, above all at the beginning of the 1900s,
was characterised for combining aspects of creativity
with those of technological research of materials and
processes. In reality, thanks to the enlightened mind
of Gaetano Ballardini, who not only founded a
museum (1908) that quickly became international,
also implemented a School of Art and Craft (1916)
where the pupils – few at the beginning – learnt and
experimented with different techniques.
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It could be said that the particularity of the
Faentino ‘style’ not only resides in the
extremely high quality of its rich polychromatic decoration well evident in its superlative maiolica production, but also, above all,
in its attention to detail regarding production, its perfection of processes and the careful attention that is paid to the ways in which
things are done.
Antonella Cimatti, having been trained at
Faenza’s Istituto Statale d’Arte per la Ceramica (State Art Institute for Ceramics), and
having been both a pupil of Carlo Zauli and
of l’Accademia di Belle Arti (Academy of
Arts) in Bologna, fits perfectly into this criterion. Not only is she creative, clever in management and skilled at colour combination,
she is also precise and dynamic in her freehand decoration, never losing sight of the
importance of series production, while paying close attention to contemporary trends
regarding concept and design.
This is her way of working, where conceptualisation and theory are fleshed out well
before the clay is even entrusted to her
hands, or for that matter to interpretation
or to whim. Due to this, the experimentations that characterised her post-modern
flavoured work at the beginning of the ‘80s
were welcomed into the artistic movement
of the ‘Nuova Ceramica’ (New Ceramics), a
group of artists curated by art critics Franco
Solmi and Marilena Pasquali (1982-1984,
having also had shows in the Tokyo Department Stores of Seibu) and the movement ‘A
Tempo e A Fuoco’ (In Rhythm and In Fire),
curated by Vittorio Fagone (1983-85).
During this period, with her series Le Preciose (The Precious Ones), she furthered her
work in industry production, in particular for the
manufacturer, Flavia Ceramics (Bitossi), in Montelupo Fiorentino. Periods of study and teaching in
Japan at Toki-Shi, in France at Limoges, in England at
Portsmouth and in Belgium at Turnhout, served to
broaden her awareness of a variety of materials, from
porcelain to jewellery. In Raku Dolce of 2003, she produced an unpublished series of vases with a black and
white motif, research that merited winning First Prize
at the competition, Il Vaso Officinale (The Officinal
Vase), in Collegno, Turin.
Like any artist belonging to the Faentino culture,
which is dedicated to utility, her attention orients
itself toward renewing the forms and design of the
artisan. A sort of mix between artist and artisan, she
moves toward a new language altogether where the
work becomes – as if innately so – an object of the
times, concrete. And this is where her collaboration

Le Crespine (Goblets). 2005. Installation porcelain
paperclay bisqueware. 1250°C. 120 x 120 cm.
Photography: Raffaele Tassinari, Faenza, Italy.

with two top quality botteghe (studios) in Faenza,
those of Antonio Liverani and Laura Silvagni, was
born. The former association being of a limited edition series of objects decorated with a floral motif.
During his presentation at the Flora Magna Collection in 1997, the Director of the International Ceramics Museum of Faenza, Gian Carlo Bojani, said, “Now
we are able to see in which direction those fleshy
pinks are going, those swollen expanses: they have
become rose vases, or are they vase roses? The forms
of the vases work well with these floral designs: they
are so well integrated that the vase is almost swallowed by its decoration. The surface treatment is
strong with respect to its support, it devours it, it

Le Crespine (Goblets) detail. 2007. Installation. porcelain
paperclay bisqueware 1250°C. 150 x 120cm. Objects were
displayed while being projected onto with digital images of
photos of the objects themselves.

Ceramics: Art and Perception No. 70 2007

23

Fiori-frutta (Flowers-fruit). 2007.Collection of maiolica
vases with ceramic litho transfers. 30 x 30 cm.
Commissioned by the GestCooper Consortium, Turin.
Photography Raffaele Tassinari, Faenza, Italy.

Fiori-frutta (Flowers-fruit). 2007.Collection of majolica
vases with ceramic litho transfers. 30 x 30cm.
Commissioned by the GestCooper Consortium, Turin.
Photography Raffaele Tassinari, Faenza, Italy.

transforms it; it is the fruit of an inspired mind. The
form hasn’t been wasted in its narration, but has been
transformed into something else entirely, it speaks of
surfaces and shapes. They are vivid, these petrified
roses of Antonella Cimatti’s.”
Today, she uses photorealistic transfers (ceramic
litho) of images taken from the natural world. The
effect is that of wrapping the object with a sort of flow
between form and decoration. While instead, since
2005, with Laura Silvani – a Faentina artist well
known for her maiolica surface decoration – Cimatti
has created motifs that have been inspired by undulating fabric: a precious, soft, pregnant and voluptuous garment in maiolica;- either coming from some
unknown fashion trend or from the strength of tradition. The object’s true second skin, or better yet, its
melting of visual space, is a sort of deceptive accomplice, eluding the audience.
Along the same lines, she has created a series of
double-face objects painted with the brush’s tip. The
design, although most evident externally, is continued on the hidden underside of the base, allowing
the object to assume a double function and sense of
versatility.
Also in 2005, she created Crespine (Goblets) in
porcelain paperclay bisqueware. Some of them have
been glazed, and have been used in experiments
using triple fired gold lustre. They present themselves like ample goblets in ceramic filigree, a type of
interwoven lace of overlapping spirals in precious
porcelain “thread”. It is an art of addition, not of subtraction, as is not uncommonly done in the making of

ceramics and, above all, in the original renaissance
crespines, where the perforations were created by
piercing and cutting out shapes from the existing
closed forms.
The procedure is complex; apart from the anticipation of the freehanded formations created on concave
or convex refractory supports, a high temperature
firing is necessary and then subsequently the assembly on hand-blown glass bases, which have been
designed and commissioned in Tuscany specially by
the artist, Antonella Cimatti.
These pieces, having been selected by the ADI (Italian Design Association), for the exhibition Ultratavola,
Abitare il Tempo (The Ultimate Table, to Inhabit Time),
in Verona and for the exhibition Artigianato Artistico
Italiano (Italian Artistic Artisans), in St. Petersburg,
Russia, have also been recently awarded with the Silver Prize at The 4th World Ceramic Biennale 2007,
Korea.
Agile, unique objects that live in light and tactility,
that speak of supreme whiteness and imperceptible
vibrations, exactly like the modus vivendi et modus
operandi (the way that you live and the way that you
work) of the author, Antonella Cimatti.
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Rolando Giovannini is a ceramic critic and the Director of the Istituto Statale D’Arte per la Ceramica (State Art Institute of Ceramics). Faenza, Italy. Translated by Julie K. Shanks.

Ceramic Camp

In Foshan, China
Rolando Giovannini relates his
experience at an ancient kiln site in China
The opening Ceremony of the Camp.
The artists signed a tile as a symbol of the
initiation; the group of artists pictured
from left: He Yonghao, Xie Jinlin, Rolando
Giovannini, Wei Hua, Lu Bin, Tan
Hongyu, Mr. Dailun Qiu, Erik Roren,
Antonella Cimatti, Kim Hyeog Soo, Kim
Saeng Hwa, Ciji Zhang, Kim Dong Jun,
Yoon Ji Yong, Li Jingjing, Chen Guanghui,
Mr. Chao He Xu and Meren Zu (Bobo).
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I

t is really quite an honour: to come from the country

where the explorer
Marco Polo was born and from the State Art Institute of Faenza to participate in Foshan (South East China) at an international workshop,
immersed in a park entirely dedicated to the antique culture of ceramics.
The ‘Holy Land’ Park in Shiwan includes a lake, a museum with antique
collections, a contemporary gallery, an arts centre for teaching art to children,
various extraordinary historical art studios and numerous ‘small figurine’
production sites. Also included are an ancient village with typical buildings
from the Ming and Qing dynasties, a temple dedicated to the God of the
North, numerous open air sculptures in different materials and an impressive building for artists in residence. Above all, however, is the presence of
the enchanting dragon kiln, which has been woodfiring for over 500 years.
Among other things, it has also been connected to industrial production,
with expository and commercial fields dedicated to the art of mosaics, sanitary fixtures and tile production. There are numerous show rooms which
exhibit the most avant-garde industrial commercial pieces.
The fascination of ancient Chinese ceramics culture had already been
imparted to us at our Italian ceramics school; where, included in the didactic
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curriculum, are some Chinese ceramics and porcelain production techniques and the sequence of styles throughout the most important dynasties
century after century.
The invitation was for the 2009 Nanfeng Kiln International Ceramic Work
Camp held in Foshan, Guangdong, from 15 to 30 August, 2009, at the 1506
Creativity City with the Chairman, Mr Dailun Qiu. There were 16 artists
from different parts of the world: from China there were, the Artistic Director
Wei Hua and Tan Hongyu, both Professors at the Academy of Fine Art of
Guangzhou; Lu Bin, Professor at the Nanjing Art Institute (noted in Italy for
his award at the 52nd International Ceramic Art Competition in Faenza); Chen
Guanghui from Shanghai and three young artists, Li Jingjing, Xie Jinlin and
He Yonghao. Then from Korea there were Kim Hyeog Soo with one of his
Chinese students, Ciji Zhang; and the young Yoon Ji Yong, Kim Dong Jun,
as well as Kim Saeng Hwa, a Korean artist who makes her living with her
own atelier in Foshan. From Europe, the Swede Erik Roren was there, wellknown for his urban installations and public art projects. There were also
two Italian artists from Faenza: Antonella Cimatti, teacher of Design at the
State Art Institute; G Ballardini and myself. All of the artists at the Camp
contributed in the artistic and creative activities with popular and theoretical aspects through lessons and conferences. The lessons were carried
out by means of slide shows dealing with topical themes or about research
regarding the art and technology of ceramics according to the culture and
traditions of each country represented. Also, panoramas and critical visions
were presented on contemporary art trends, such as the development of
design in Europe and ceramics for architecture and urban furnishings.
The synthesis of knowledge and different languages (it was sometimes necessary to explain oneself using all four; Chinese, Korean, English, French)
were the key points of this new international experience; the Camp was set
up as a place of exchange of consolidated technical and artistic skills assisted
by an extraordinary staff made up of lab assistants coordinated by Meren Zu
(Bobo) and by young planners and designers available to assist with research.
Official translations also played a part, carried out by Miss Sunny for the
English speakers and by the artist, Kim Saeng Hwa, for the Korean ones.
The organisational capabilities of the Director and creator of the project,
Qiu, made it possible to give life to sculptural pieces within just a few days,
which have since remained as a legacy of the occasion. The proceedings of the
event were carried out with a detailed and precise protocol: first there were
presentations of the ateliers and of the equipment at our disposition. Even
just the choice of work table and its location including tools and materials
gave the idea of the approach that each artist and sculptor wished to take.
And to follow was a technical meeting. The Advisor of Technology, Clay
and Glazes for use in the dragon kiln and the Camp itself explained each
application to all artists involved. This was the most loved part of the
ceramists, where ways of working join and intersect. It was an international
CeramicsTECHNICAL No. 31 2010

Top left: Technical meeting on the
first day. Mr. Chen Chao, assisted
by his staff, briefs the participating
artists. From left : He Yonghao, Meren
Zu (Bobo), He Junwu, Chen Chao,
Li Jingjing, and Sunny. The designer
Xie Jinlin (collaborator on the large
scale waterfall sculpture entitled
Toilet Waterfall, October 2009), is
present in the photo, but being covered
by a colleague in the foreground.
Top centre: Erik Roren and
his piece. Includes bamboo
rods 5 metres in length.
Top right: Professor Wei Hua. This
piece requires the assembly of numerous
statues in varying dimensions, made
from moulds from plastic models.
Above: Toilet Waterfall. The
sculpture measures 100 metres long
and five metres tall and was designed
by Chinese artist Shu Yong. 1506
Creative City, Foshan, October 2009.
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has been operating for over 500 years. It is the oldest dragon kiln in China
and perhaps the world. The place where it is situated is seen as an important national cultural site, heritage of the State Council and is noted in the
Guinness Book of World Records, cited as a “live cultural relic, an unmovable
national treasure”.
Traditionally, people of that place have called ceramics firing kilns,
‘Shiwan’. There are many types of kilns but the most famous are the dragon
kilns, since their form is that of an enormous sleeping dragon. Since the Qing
Dynasty, there have been 107 dragon kilns but at the moment there are only
three, of which the Ancient Nanfeng Kiln is the most famous. For almost 500
years, the flame has not gone out and it has been constantly in production. In
this way, the kiln has been kept in complete working order without damage.
Next to the kiln, with an enveloping embrace that appears to be protecting
it, lives a 200 year old tree whose roots sink below the structure of the kiln
and seem not to feel the effects of the high temperatures. As legend would
have it, touching the roots brings good luck, which is in tune with the Taoist
dynamic of Yin and Yang where the wood feeds the fire and the kiln helps
to grow the tree: a perfect balance. Throughout the years, production has
never ceased for repairs, although the chimney was built in modern times.
The kiln is a total of 34.4 metres in length. There are 29 rows of fire holes
(five for each row) on the kiln. The firing holes are used to feed the wood
throughout the firing process. There are four openings on one side of the
kiln for loading and unloading pieces. The layout and heat emitted during
the combustion of the wood cause infinite changes to the clay and glazes.
The dragon kiln is divided into upper, mid and lower sections with
three temperature ranges (low, medium and high and varying from 9001,300ºC) which are managed and controlled exclusively by the Kiln Master.
To maintain an atmosphere of reduction, the Master of the kiln controls
the duration and the extent to which it is heated as well as any changes
to be made during the firing; only he knows how to make decisions with
his expert eyes based on the constantly changing conditions within. For 20
hours after the firing is the waiting period as the kiln must cool down before
it is ready to be opened. Every five days the cycle can be repeated, meaning
that in a year, numerous firings are able to be carried out.
The varying slopes in different sections within are characteristic of the
dragon kiln and establish maximum output for Foshan. In fact, depending
on the angle and the slope produced, the kiln feeds the temperature and the
passage of heat. The kiln operates with a flue, rendering maximum performance, the preheating of the secondary air allows for best combustion. The
firing begins with large pieces of wood being burnt completely, then passing to
smaller pieces until finally reaching a maximum temperature of up to 1280ºC.
With regard to the Camp, every artist produced a piece based on a previously defined project (which had been communicated via email), not smaller
than 1.5 metres, adapted for inclusion and installation in the park. All of
CeramicsTECHNICAL No. 31 2010

Top left: Chen Guanghui,
Professor from Shanghai, begins
with thin slabs for making
complex sculptures. The modelled
parts were covered with engobe.
Top centre: Professor Lu Bin
from China, assembling his
installation dedicated to the
city of Foshan. The piece, before
the execution phase, was preceded
by a series of impromptu sketches,
designed with pen and paper.
Top right: The young Korean
artist, Yoon Ji Yong demonstrates the final stages of
his coiled sculpture which
has been smoothed out.
Above: Kim Saeng Hwa, artist
from Korea who lives and works
in Foshan, during the final
stages of modelling this feminine
figure. The piece is propped up by
a support to avoid any deformations during the drying phase.
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Above left: The young Chinese
student, Ciji Zhang, completes her
piece made up of geometric shake
and modelled in the atelier. Behind
Zhang, her Professor Kim Hyeog Soo,
is working on his the ceramic tower.
Above centre: Rolando Giovannini.
His piece called for the insertion of a
neon light that wraps the sculpture.
Above right: The monumental sculpture by Professor Kim Hyeog Soo,
which was placed in the park. It is a
tower expressed by means of an architecturally geometric composition, with
texture and engobe effects. The Korean
Master used a drill to create
holes and indentations.
The invitation was for the
2009 Nanfeng Kiln International
Ceramic Work Camp held in Foshan,
Guangdong, from 15 to 30 August,
2009, at the 1506 Creativity City
with the Chairman, Mr Dailun
Qiu. There were 16 artists from
different parts of the world: from
China there were, the Artistic
Director Wei Hua and Tan Hongyu,
both Professors at the Academy
of Fine Art of Guangzhou; Lu
Bin, Professor at the Nanjing Art
Institute (noted in Italy for his award
at the 52nd International Ceramic
Art Competition in Faenza); Chen
Guanghui from Shanghai and three
young artists, Li Jingjing, Xie
Jinlin and He Yonghao. Then from
Korea there were Kim Hyeog Soo
with one of his Chinese students,
Ciji Zhang; and the young Yoon
Ji Yong, Kim Dong Jun, as well as
Kim Saeng Hwa, a Korean artist
who makes her living with her own
atelier in Foshan. From Europe,
the Swede Erik Roren was there,
well-known for his urban installations and public art projects. There
were also two Italian artists from
Faenza: Antonella Cimatti, teacher of
Design at the State Art Institute; G
Ballardini and Rolando Giovannini.
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the works were finished on time, although they were fired later, due to the
necessary time needed to dry.
The techniques presented by the artists were wide ranging: from mould
making employed using preexisting antique moulds for Wei, as through
large plaster mould components for Tan, to traditional modelling by Lu
with a composition dedicated to the City of Foshan, by Kim Saeng Hwa
with her production of human figures and by Yoon with the construction of
a ‘figurative composition’. Then the artist Kim Dong Jun used coil building
for the creation of a monumental circular form. Finally, there was the use of
slabs of different dimensions and thicknesses, such as the thin ones used by
Chen to create his amorphous forms and the thick slabs used in the impressive geometric sculpture by Professor Kim Hyeog Soo, as well as Ciji Zhang,
where on his column, he also added clay modelling.
The applications of different materials rendered certain pieces quite articulate and complex, including locally harvested stimulus, for example, the
use of bamboo by Roren and an appropriated steel structure for Cimatti’s
sculpture. For Roren, the use of bamboo poles five metres in length ideally
represented China’s expansion in the world, starting with an architectural
structure made out of a clay shield which was of high quality construction.
On the other hand, Cimatti wanted to represent the five elements (fire, earth,
wood, water and metal) through the use of porcelain filigree anchored to a
minimalistic metal tree. And I had designed a conclusive installation with
the application of coloured neon lights.
In short, a reflection on this type of event: it is not just a question of technical communication and the exchanging of experiences. It is more about
an osmosis of cultures and methods of approach regarding ceramics experiences. The artists are inspired by techniques that become their own concrete expressions or otherwise introduce their own styles, while expressing
their personalities and energies to the fullest. They work by confronting
the standard procedures and, in this way, are able to raise the bar, bringing
their creations to new heights, allowing for further innovations and development of style. Even in the sciences, mutation is frequent and necessary. It
is in the variables, in the ingeniousness of the unpublished work, where the
real novelty lies. Besides the awareness of ancient standards and practices,
it brings simultaneous reflection and re-examination.
Rolando Giovannini is a ceramics critic and the Director of the Istituto Statale D’Arte
per la Ceramica (State Art Institute of Ceramics founded by Gaetano Ballardini in
1916 and known for Art, Technology and Ceramic Restoration), Faenza, Italy.
Translated by Julie K Shanks.
Foshan Creative Industry Park and 1506 Creative City, named after the foundation of the Nanfeng Ancient Kiln in the year 1506, are a reality of extraordinary
growth. An example was their participation at the Shanghai World Expo in August
2010, with the Foshan Pavillion which held 51 CHINA Kung Fu figurines created by
Mr Dailun Qiu and the renowned artist Shu Yong who was awarded the Lorenzo
il Magnifico Career Award 2009 at the Florence International Arts Biennale, Italy.
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Un campione vero, dentro e fuori
dal ring, apre questo numero di Ravenna In. Francesco Damiani si racconta a 360 gradi, dai successi passati
agli obiettivi futuri, in veste di direttore tecnico delle nazionali italiane
di pugilato. Dopo la boxe parliamo
di musica con l’imprenditore Giuliano Casalini, che da Faenza lancia
la sua nuova formula per il Festival
di Castrocaro. Da Sant’Alberto di
Ravenna, invece, Vittorio Bulgarelli
esporta in tutto il mondo materiali
musivi di sua invenzione mentre Raffaele Babini di Solarolo guida la carovana dei ciclisti per il Giro d’Italia. A
seguire, le creazioni ceramiche della
faentina Antonella Cimatti, le origi-

nali composizioni del poeta Franco
Costantini e gli eventi musicali curati
da Emanuele “Christopher” Angiolini. Un tuffo nel passato con la suggestiva storia di Santa Maria in Porto
Fuori e uno sguardo al mondo dalla
Rocca Brancaleone, affacciati da un
appartamento “italo-argentino”. E
poi le originali opere in ferro battuto
di Aurelio Brunelli, le creazioni della
birreria “La Mata” e le performance
teatrali di Francesca Mazzoni. L’imprenditoria che guarda all’innovazione chiude la rivista, con la smart
elettrica nello showroom De Stefani
e l’85esimo dell’azienda Cisa, festeggiato presentando le novità e le linee
guida per il futuro.
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Scolpire

Ricamando
testo Aldo Savini - foto Lidia Bagnara

Geroglifici e arabeschi finemente traforati
caratterizzano l’opera della ceramista
faentina Antonella Cimatti. Capace di dar
vita ad opere intriganti e raffinate, con la
sua porcellana paperclay.

Nella variegata galassia della ceramica contemporanea Antonella
Cimatti si distingue per la sperimentazione di soluzioni originali e
innovative, anche se non rinnega

la tradizione faentina, soprattutto
quella rinascimentale dei bianchi
in stile compendiario.
La tensione creativa che stimola
la sua ricerca progettuale si avvale
degli apporti formali e delle tecniche tradizionali della cultura
ceramica, riaggiornati in un’ottica
estetica che sul piano funzionale,
pur mantenendo la componente
artigianale e quindi l’esclusività
dell’oggetto, sconfina nel design
e nell’arredamento d’interni e, su
quello artistico, nell’installazione
e nella ridefinizione degli spazi. Il
materiale ceramico delle sue creazioni è la porcellana paperclay,

pasta miscelata a fibra di cellulosa
che consente sia maggiore duttilità
e resistenza in fase di lavorazione,
sia la realizzazione di oggetti dalle
forme libere e imprevedibili: geroglifici e arabeschi finemente trafo-

rati che potrebbero essere il lavoro
di una ricamatrice, in cui l’elemento decorativo non è pittorico ma è
dato dalle struttura formale che insiste sul rapporto tra il pieno quasi
filiforme e il vuoto che affiora. Per
la preparazione del paperclay occorrono argilla da colaggio in polvere, carta e acqua. Il procedimento

è relativamente semplice: s’inizia
bagnando con poca acqua calda
la carta fino ad ottenere una poltiglia, si versa l’argilla da colaggio
in polvere e si aggiunge altra acqua
calda, mescolando bene fino a ottenere una pasta densa e omogenea.
A questo punto si può passare alla
foggiatura, utilizzando una forma
in refrattario ingobbiato sulla quale l’oggetto modellato sarà posto
durante l’essicamento e la cottura a 1250°; con una siringa o altro
strumento si può dare forma a un
intreccio che costituisce la trama
delle finissime textures decorative
di superficie.
Con questo materiale Antonella Cimatti realizza le “crespine”,

vere e proprie sculture ricamate

che, sottraendosi a qualsiasi intento rappresentativo, rinviano a
flussi emotivi personali e per la
loro raffinatezza, la grazia e l’essenzialità, accentuate dal bianco,
colore assoluto che sintetizza tutti
le tinte della luce naturale, richiamano i valori della classicità. Recupera anche la luce artificiale della
corrente elettrica ordinaria, per
sfruttare il gioco e gli equivoci percettivi delle ombre, sia quella delle
fibre ottiche, per sospendere nel
vuoto luminoso e avvolgente piccole rose di porcellana e produrre
così sorprendenti e intriganti effetti visivi, che conferiscono leggerezza e trasparenza a un materiale
per sua natura non legato a queste
proprietà.
L’itinerario artistico di Cimatti inizia nella prima metà degli anni ’80,
quando intraprende un’attività di
progettazione e design con importanti aziende come la Cooperativa
Ceramica d’Imola, la Ceramica
Flavia di Montelupo Fiorentino,
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A fianco, alcune originali creazioni.
Sotto, l’artista nel suo studio.

na di essere “contenitore”. I pezzi
esclusivi della serie Sinus Fluen-

tes, però, più che essere destinati a
contenere cose e oggetti occasionali ed estranei, trattengono emozioni e sensazioni visive suggerite dai

Dall’atelier faentino
al mondo
Antonella Cimatti è nata a Faenza
dove vive e lavora, nell’atelier di
via Garibaldi 16. Allieva di Carlo
Zauli, Bianco Ghini, Alfonso Leoni,
Augusto Betti e Aldo Rontini
all’Istituto Statale d’Arte per la
Ceramica di Faenza, ha conseguito
il diploma all’Accademia di Belle
Arti di Bologna, partecipando poi a
stage di perfezionamento all’estero,
a Toki-Gifu in Giappone nel 1981,
a Limoges in Francia nell’85, a
Portsmouth in Gran Bretagna
nel 1988. Presente a mostre
e concorsi in Italia e all’estero
(Francia, Spagna, Slovenia, Russia
Sud Corea, Stati Uniti, Australia,
Cina), ha ottenuto prestigiosi
riconoscimenti e premi, tra cui il
Silver Prize “The 4th World Ceramic
Biennale 2007 Korea International
Competition”. Dal ’79 insegna
Progettazione all’Istituto Statale
d’Arte per la Ceramica, ora Liceo
“Ballardini” di Faenza, ed è membro
del World Crafts Council-Europe.
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alcune manifatture di Murano ed
Empoli e, successivamente, l’antica e famosa Fabbrica Casa Museo
“Giuseppe Mazzotti 1903” di Albisola Marina, oltre a note botteghe
di Faenza. Insieme alla ceramista
faentina Laura Silvagni, che lavora “all’antica maniera”, studia
forme e decorazioni nuove per
una produzione ceramica d’alto
artigianato, ancora strettamente
legata a modelli di tipo tradizionale, soprattutto per quell’aspetto
essenziale della ceramica faenti-

colori accesi dei decori, ispirati ai
drappeggi di stoffe pregiate i cui
vorticosi avvolgimenti e le morbide
volute sanno creare un movimento
plastico, corposo e sensuale. Così,
al di là delle abilità tecniche, sia
nelle crespine che nei sinus fluentes,
la Cimatti tende costantemente a
un alto livello di sintesi e astrazione in sintonia con quella tendenza
dell’arte contemporanea, che al

racconto e all’illustrazione antepone il puro visibilismo evocativo.
Non esclude, inoltre, il ricorso ad
altre stimolazioni sensoriali, alla
musica, alla danza e, in particolare, al video, come quello realizzato
da Carlo Conti e sperimentato nella recente personale alla Riunione
Cattolica “Torricelli” di Faenza. IN

